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 This dissertation is a case study focusing on how a play is developed during the 
production process. By breaking down the changes that took place in the six years (2007-
2012) of edits in Laura Wade’s Posh, one can see that a script is only finished once it 
begins production. The adjustments Wade made reflects the change in the British 
political, financial and sociological environment, which affects the scripts. This illustrates 
that theatre is an organic medium, and should evolve throughout the production process. 
Writing a complete script is just the beginning in theatre though there are classes, books 
and workshops one can take to write a play, the final product is not complete until it 
moves into production. Knowing Wade’s projection as a playwright, how she writes, as 
well as her theatre history, one concludes that theatre is a group effort and that writing a 

































































































































































“I don’t believe that you can teach playwriting and none of the work we [the Royal Court Theatre] do 
is based on that assumption.” Louis Stephens, Deputy Literary Manager circa 2015 
 
“It was also based on the notion that there was something to learn.” David Edgar, on developing 
Playwriting Studies at the University of Birmingham. (2012, xii) 
 
The first quote was in an email, in response to gain insight about the writing 
workshop at the Royal Court Theatre’s literary department on the 13th of November 2015. 
In the early stages of this dissertation, I was curious about the methods of creating plays, 
focusing on the teaching and theories of Steve Waters and David Edgar. Edgar found 
himself debating the same problem when developing the MA in Playwriting at the 
University of Birmingham. How does one teach playwriting? Waters’ opinion suggests 
that playwriting is an ability that people find naturally. If this is so, why are there classes, 
degrees, workshops, writing manuals, books and theories about the process of script 
writing? If playwriting is not something that you can teach, then what is it that budding 
playwrights work towards when they take these classes? What do these playwrights learn 
or achieve when these opportunities reach their conclusion? What do they gain and learn, 
which they did not already know? 
This is how I began working through different theories on creating a play, in my 
research I found that several factors can impact and change a script. Alek Sierz believes 
that “theatre is always a collaborative process.” (2011: 50) This means that taking a 
playwriting workshop or class (etc.) is only the start of creating a script, the ‘product1’, is 
not complete. Once the script begins the process of being produced, the concepts or 
characters created by the playwright move into visual reality. Characters are further 
developed, starting as a two-dimensional idea on paper into a three-dimensional person 
on stage. Dialogue, when first created, is still in the playwright’s head, once spoken out 
loud by the actor, a playwright can hear if changes need to be made. If the script is 
realistic for an audience in the moment, then the script needs to update with current 
ideas and beliefs to keep the script modern. It is only once a script is in production that 
the playwright can consider the play complete, which is not the goal set out for 
playwrights via book, workshop or classroom. 
To understand how a script can change because of outside factors, I will be looking 
at five different versions of Laura Wade’s Posh, which evolved throughout the seven 
years2 of production. By comparing the changes, however nuance, in each version, as well 
as explain the political and topical factors happening outside the theatre that had impact 
on the audience as well as the production. Through this research I will illustrate that a 
script is never finished. The goal is to explore how Wade’s methodology and message 
evolved in each draft, reflecting the changes with the current news both socially, 
	
1 The script created within the workshop. 





financially, and politically. A lot of activity happened at the first draft of the script to the 
final production. Where were these changes and why could they have happened? 
Before I compare and analyse the different versions of Posh, I aim to understand 
the context into how Posh emerged. To interpret Wade’s relationship with Dominic 
Cooke3, will enable me to understand the circumstances, which pre-dated the first 
reading of Posh, as well as recognize what was happening historically in the United 
Kingdom, during the time of production. Edits that Wade made in the script, particularly 
the changes made between the Royal Court Production (2010) and the Duke of York 
Production (2012). The scripts illustrate bluntly the phenomenon of the British Class 
system. An understanding of the theme of privilege in the script can also help us to 
conclude whether or not Wade’s message in Posh could translate through time. Is it play 
that illustrates the social class war in the Twenty-first century or is the script just a 
historic blip in British theatre? 























Sheffield,	which	she	states	is	“beloved	of	the	city.”	(Stephens,	2018)	It was at the Crucible 
Theatre that Laura Wade’s first play, Limbo, was produced in the theatre’s studio when 
she was 18 (Curtis, 2015). “It was my first experience of having an audience of strangers 
walking into a room to hear a story I’d written. It was quite intoxicating.” (Mountford, 
	





2018) Wade called the production a “jumping off point” (Smurthwaite, 2015) for her 
career, but not a production she is proud of, “all the people involved [with Limbo] have 
been killed.” (Cooke, 2010 & Stephens, 2019) Even though the play is available, in 
hindsight, Wade believes she still had a lot to learn about her craft (Stephens, 2019). 
During her time in University of Bristol4, which has produced many famous playwrights, 
she states her education in playwriting did not start until after University (Stephens, 
2019). 
According to Wade, her playwriting career did not begin until she moved to 
London in the early 2000s, when Wade was accepted into the Young Writer’s Program at 
the Royal Court Theatre. She states: “It helped to equip my toolbox. Before I had ideas but 
hadn’t known how to shape them properly.” (Cathy, 2010) It was through the Young 
Writer’s Program that Laura Wade could “for the first time, meet other writers.” (Cooke, 
2010) This meeting of minds was an important component, it is where she was able to 
find her voice as a playwright and find her “method5” of writing. Through the program, 
Laura Wade had written two plays; Colder Than Here6 at the Soho Theatre and Breathing 
Corpses at the Royal Court Jerwood Theatre Upstairs. These two shows earned Wade the 
Critics Circle’s Most Promising Playwright of the Year award. 	
Rachel Cooke in her interview for The Guardian states that “Wade is known for the 
precision of her writing and you feel her deadly accuracy in every sentence.” (Cooke, 2010) 
It is Wade’s need to research a subject until “it feels safe” or “thick enough”, as long as it is 
believable to the audience, then the story is real (Rebellato, 2020). For Wade, it is the 
stories, “learning about truth through fiction,” (Mountford, 2019) which is the important 
part of creating theatre. If the story is about a club full of wealthy university students7, 
understanding green burials8, or classic housewife in the 21st century9, the basic research, 
searching for the truth of the subject, and her imagination allow her to write plays with 
precision. Wade believes that a script “needs information to write from a position of 
knowledge with room for fiction. Your play will have a metaphor that the facts need to 
bend around.” (Cathy, 2011) It is the truth of the subject that allows Wade to create fiction 
for the stage with enough truth that audiences believe it is truth. 
Often a playwright can only take their career as a writer as far as the theatre 
production will allow. This is a reason for an Artistic Director and the theatre’s literary 
department. Not only do they decide if the script works in their theatre’s seasons, but also 
possible production costs and the probability of it returning a profit10. Proving the script’s 
worth is the complication that new playwrights face; a new script has to fit into the 
	
4	Wade attend the University of Bristol in 1996, where she studies Drama (Stephens, 2019)	
5 Steve Waters’ book The Secret Life of Plays has a chapter A Taxonomy of Playwrights (2013:197-200) that 
breaks down the different “types” of playwright one can aspire too. 
6 Colder Than Here is the play Wade created through the Royal Court Young Writer’s Program. 
7 The plotline of Posh 
8 The idea behind Colder Than Here 
9	The plot of Home, I’m Darling, which premiered at Theatre Clwyd June 25th 2018. Which also won Wade a 
Laurence Olivier Award for Best New Comedy in 2019	
10 This information was gathered in personal interviews with Evans Haile, Artistic Director at The Cape 





theatre’s ethos, work well in the theatre’s season and sell tickets. Through the Young 
Writer’s Program, she was to meet current Royal Court artistic director Ian Rickson11 and 
future artistic director Dominic Cooke12. 
Dominic Cooke 
The Royal Court Theatre has been recognized since its opening in 1956 as a 
“writer’s theatre”. As stated on the theatre’s website, plays submitted or commissioned to 
the Royal Court should “challenge the artistic, social and political orthodoxy of the day, 
pushing back the boundaries of what was possible or acceptable.” (2017) The plays that 
are produced through the Royal Court mainly depend on the artistic director, who 
“defines the Royal Court and the current climate and culture.” (Little, 10, 2007) When 
Cooke was artistic director, he focused on the playwrights who completed the Young 
Writers Program and established scripts written through the International Writing 
program (Little, vi, 2010). 
 
[Cooke’s} programming stimulated and reflected a burgeoning dramatic 
interest in the critical analysis of the system of power and their 
dysfunction, the rituals and taboos of the middle classes, and their 
relationship between faith and fundamentalism. (Little, vi, 2010)  
 
With Cooke’s ethos, Posh was produced as a staged-reading, for a small audience in 2007 
under a new writing series known as Rough Cuts.  
Regardless of the theatre, the change of Artistic Directors creates a degree of 
uncertainty about its future ambitions. This change is inevitable to keep theatre as an 
evolving medium (Aston & O’Thomas, 2015:93). To some critics, the change of leadership 
from Ian Rickson to Dominic Cooke had the potential to give the Royal Court a rebirth 
(Costa, 2006). Though Rickson had produced well-received shows, Cooke wanted to focus 
on new writing through a program called Rough Cuts, which further established the 
international playwriting and the youth playwriting programs. The goal of both was to 
bring new plays and new playwrights to the Royal Court Theatre audience. 
Dominic Cooke’s legacy as Artistic Director of the Royal Court Theatre, the plays 
produced during his tenure, and the plays that moved to the West End. Ruth Little and 
Emily McLaughlin state in The Royal Court Theatre Inside Out: “The Court presents a play 
and is then changed by that play; its future direction, even if only briefly, is influenced by 
that play and by the heat generated by its reception.” (2007:452) By developing shows 
such as; Lucy Prebble’s Enron, Laura Wade’s Posh, Nick Payne’s Constellations and Jez 
Butterworth’s Jerusalem, Cooke demonstrated that he was not afraid to produce plays 
that were against the current political climate (“Courting Controversy”, 2012). 
It is difficult to pinpoint the date of inception of the Rough. The first written 
review about Rough Cuts happened in July 2007, in the concept of a “scratch night”13, 
	
11Artistic Direction of the RC 1998-2006 
12 Artistic Direction of the RC 2007-2013 
13 Scratch theatre is a very rough version of the production; normally consisting of the playwright, a few 





where playwrights were paired up with a director and the new play was "roughly" 
performed for a small audience (Haydon, 2007). Many of the playwrights who started 
through Rough Cuts have become established in their careers14.  
During his tenure, Dominic Cooke’s set out to strengthen the Court’s ability to 
nurture and establish young playwrights. His seasons were broad, and no subject or 
plotline was taboo: “if a play was good enough, that was enough: he would put it on.” 
(Kellaway, 2013) It is clear that Cooke’s achievement in the Royal Court Theatre was to 
strengthen itself as the “writer’s theatre”, a place that produced new plays and established 
new playwrights.  






“If you want to ‘talk posh’, you will have to stop using the term ‘posh’, for a start: the correct upper-
class word is ‘smart’. In upper-middle and upper-class circles, ‘posh’ can only be used ironically, in a 




The moment the play is given to a production team the script is moulded and 
changed until the production enters into its show. When creating a new play, the 
playwright should understand that what they have written will change. This should not 
hinder the creative process of writing. According to Michelene Wander, author of The Art 
of Writing Drama: Theory and Practice, when a playwright focuses on production, it hurts 
their single process of creating a new piece of writing (2015:12). Wander’s consideration of 
the playwright is valid when the primary objective is to write a script. In the beginning 
stages of writing a playwright can create a play without a clear concept of production, 
simply in order to finish the script. Wander is missing an essential part of creating 
theatre, which is working with a team of theatre makers.  
Laura Wade's Posh developed throughout the seven, including the film The Riot 
Club. The play’s plot is about the 21st century British gentry, who are members of the “elite 




15	From the Guardian 2011 (Angelaki, 2013:1) 
	
16 This is difficult to define. Realistically Gentry and the Elite Class are one in the same, but today being 
“Gentry” does not mean one has money or is wealthy. Nor does having endless amounts of wealth conclude 






about wealthy men from Oxford who belong to a secret, elite club, whose central 
existence is to misbehave since they have the heritage, family, power and wealth to pay 
for any damages. Today, these men have lost their identity in modern Britain. Adam 
Nicolson believes: “It is nothing new for a gentry enterprise to feel under threat from the 
prevailing currents of modernity.” (2012, 408) In Posh, the audience is asked if these men 
still have a place in twenty-first century Britain.  
Posh was produced at a moment of political change in the British government. In 
the seven years of production, Wade changed the script to be relevant as this political 
change was happening. These changes are seen in each evolution of the script. In the 
versions of Posh the edits demonstrate that a script can evolve throughout production. 
These edits will reflect the social, economic and political changes that were happening 
during this moment in British history, “shed[ing] light on issues of morality and ethics” 
(Holdsworth, 2010:41) that were at the time changing. 



























17 Many of whom Cameron met at University. Such as George Osborne and Boris Johnson who was also a 
member of the Bullingdon Club. 
18 A nickname of those who where close to Cameron within the government, those who wanted to update 
the Conservative Party (Bale, 2016:265) 
















































21 This is based on the Bullingdon Club, which is discussed further in the dissertation. 
















Ed finds the cover of this book he’s looking for and hold its up. A single page 
remains attached to the spine; the rest are scattered. 
Ed: Um, Martin. 
Martin: Fuck. (…)  
Ed: I’m really sorry mate. [Ed takes out his wallet] Look, here let me give 
you. 
Martin: I don’t want money 
Ed: To replace it. Come on, it’s the least I can do. 
James23 (Quietly, to Ed) Doubt it, something for the trouble 
Ed takes a further note out of his wallet and holds it out towards Martin 
Ed: And some more for the trouble. Of having to get a new one. 
Martin: That was my dad’s copy, from when he was here. 
James: Your dad came here? 
Martin: Yeah, they started letting peasants in during the mid-fifties, dad 
was one of the first (2007: 16-17) 
 
The book is more than just an object to Martin it is a symbol of success, and pride, and 
has unspeakable value. The Riot Club has physically destroyed a symbol of class 
achievement and by trying to pay off their destruction, show how little the Riot Club 
members respect property, however invaluable to their owners. 
Further introduction of current members is in Scene Three. Guy, James, Alistair 
and Harry are sitting together in a college common room trying to plan the next night out 
and live up to member’s past outings. The lists included getting Ketamine (2007:20), 
serving a ten-bird roast (2007:21), rolling the new members down a hill in a car (2007:22), 
jet-setting to a foreign country such as Lebanon (2007:23), and hiring a sex worker 
(2007:24). As the scene progresses, the list becomes more elaborate and harder to achieve. 
These young men, through the influence of their elders, attempt to plan something to 
talk about, that is to blackmail24 ,when each member becomes successful.  
	
23 An older Riot Club member, who has come to Ed’s room to see the end result and to add his own 
destruction. 
24 Blackmailing is never stated within any of the drafts of script, but as my research progresses it becomes 
clear that it is the “stories” that hold these wealthy men together. If one has nothing to hold against another 
person then you have no power. So originally the concept of Posh, is the Riot Club allows its members to 
have a moment of freedom, in reality it is a bargaining chip that keep these men together. On further 
reflection it does ask the question if these men where not bound together by “a spot of bother” (2007:8), 





When James questions the legal issues Alistair - the current Riot Club president - 
ridicules James. 
 
Alistair: James, for fuck’s sake, what does it take to get you excited? 
Everything’s ‘how do we do that’, ‘I don’t think we’re allowed to 
do that’. Come on! Be a legend, stop pussying about. We’ve got 
new members coming. 
James: I just think if it gets out of hand 
Alistair: If it gets out of hand, we pay for it, don’t we? 
James: I mean why don’t we just have a dinner and see what happens, 
doesn’t seem right to be organizing the mayhem. 
Alistair: Cause if we do that, we’ll end up just having dinner – come on, 
we’ve the fucking Riot Club we’ve got to do what it says on the 
tin. We accrue damage, that’s what we do – we love the sound of 
breaking glass! (2007: 25) 
 
James’ fear illustrates how being born in a respected, wealthy, British family does not have 
the same privileges it did the past, where members could do anything, they pleased being 
above the law. 
To become “a legend” to other Riot Club members is emphasized throughout the 
script. The young men need to feel respected by their associates as well as their elders. 
Since each member can use their wealth and pedigree, money should not be an issue. In 
scene four the symbolic gesture of taking money from the family estate is demonstrated 
by Guy ask a deceased for money. 
 
Gentlemen’s club – the same as in scene 2 
 
Guy sits in one of the large leather chairs with a whisky in his hand. 
The other chair is occupied by Lord Bellingfield – an ancestor of Guy’s from 
the 18th century. He wears a tailcoat and a wig with a ponytail, and has a 
rakish, raffish air about him 
 
Guy: Going to need your help, I’m afraid, Bellingfield. 
Bellingfield: Yes? 
Guy: In a bit of a corner. 
Bellingfield: Yes? 
Guy: Spot of bother with the old um, Riot Club. 
Bellingfield: Oh, yes? 
Guy: Bit of a bar bill, if you know what I mean. (2007:27) 
 
In this scene, what Guy believes to be a “legendary night” is an “epic” failure to his 
ancestor. 
 
Bellingfield: Good god, Bellingfield! Your dinner seems to me, sir, t’have 
been unaccountably banal, you and your fellows should be 







Why, at the dinners I attended one wasn’t satisfied if one 
hadn’t been fully disrobed and thwacked with birches – or 
provided one’s man to be thwacked in one’s place – if one 
came away from the dinner without permanent scarring one 
could hardly say one has a dinner at all. 
In those days no man would dare retreat had the inn still a 
roof to it! Whole establishments were torn down to be raised 
again after our departure and the generous donations left in 
our wake. We are responsible for some of the great new 
buildings of our time – you should have seen the terrible 
shakes and shanties that went before ‘em. Ours was a noble 
sort of destruction, the world left better after our roistering 
than it was before. 
You try as you might, dear boy, but you never seem to manage 
more than a drunken meal: few broken bottles, a few sucked 
cocks, seed and blood spilt on the walls, a little scrape to the 
hand or face, but nothing that smacks of nobility. 
You have used your privilege but very ill. (2007:31.) 
 
At the end of the scene, Lord Billingfield does give Guy the money to pay for the damages 
concluding: “Don’t ask me for money again until you have a better story to tell.” (2007:32) 
Ironically, once Guy is given the funds, it is deemed useless. 
 
Bellingfield leaves the room. Guy breathes a sigh of relief. He looks at the 
pouch in his hand and frowns. He opens the bag and tips several gold coins 
into his hand. 
 
Guy: Oh shit. Fuck. (Guy looks to the door.) I can’t pay them with this, 
Bellingfield, it’s old money. (2007:31) 
 
The society is old and has not adapted into the twenty-first century. 
The play ends after an “epic” Riot Club meeting gets out of control, before the 
scene opens. It is stated that the gastro-pub owner is beaten unconscious by Alistair. As 
the young men wait, either for the end of their career at Oxford, for punishment or jail 
time. They are forced to come up with a strategy to save their futures. The scene ends 
with a climactic monologue by Alistair, who ends the play declaring that he “Hates poor 
people.” (2007:41)  
As already stated, the RCD is a blueprint. It lacks the information and needs 
further editing. In analysing each script, her idea of a plot, the wealthy University 
students who are forced to cohabitate with the middle classes does not change. The plot 
is expanded using the RCD as a rough draft.  































Draft Three (Oct 2009) 
 The next draft of Posh is Draft Three (DT), which the Royal Court received in 
October 2009. This is the script the production team worked from at the start of 
rehearsal. Comparing the DT to the RCD, it is clear that in the two years Wade has made 
drastic changes to the format. By having the play take place in one day, introducing 
consistent characters, and keeping the script to two settings. Restricting the action of the 
play to just the gentlemen’s club and the pub allows realistic design. David Edgar calls 
this “a single time cycle in once place”. (2012:100) This is when the action of the play may 
extend normal time, but will remain in the sphere that the playwright has created (Edgar, 
2012:100), such as the Gastro Pub. Having the play take place in only two places, makes 
the scene transition25 from club to pub easier for production and design. These changes 
made the play more accessible for production and better suited for the stage.  
DT starts like the RCD, in a wealthy gentlemen’s club. Guy is visiting his godfather 
Jeremy for “superior knowledge (Oct 2009:6)” on how to handle being a member of the 
Riot Club. There are key similarities between the two scripts. Jeremy still distrusts Guy’s 
current girlfriend, whom they call “common” (2007:2-3 & Oct 2009:5-6). Guy reassures his 
godfather that this relationship is neither serious or for the long term, stating that there 
are “Girls for now and girls for later.” (Oct 2009:6) In the RCD, this statement was not 
explained further, nor does Guy seem to like the advice (2007:4). In the DT, Guy confirms 
	






that this relationship will not go any further than University (Oct 2009:6). Just in the first 
scene, it is estimated that an extra three minutes were added. 
In RCD, a critical production issue is that the play moves to a different location, 
such as “A Gentlemen’s Club” (2007:1), “A college bedroom at Oxford” (2007:10) or “The 
common room.” (2007:33) Having the play jumping from place to place would not be 
functional; either the set designer would have to make moveable scenery or a be minimal 
set. In DT, most of the play takes place at a gastropub, The Bull’s Head Inn, where the 
audience will witness the club’s antics and see the destruction that the Riot Club causes 
in one night out. The owner of the pub, Chris, adds normality, taking the place of Martin 
from the RCD. Even when Chris is just entering or exiting silently, he is a mirror. 
In RCD, the audience sees the destruction of the dorm room. In DT, Toby 
Maitland, a third-year student and his new recruit Ed Montgomery, discusses the 
destruction. 
 
Toby: You’re not supposed to move your stuff, fuck’s sake. 
Ed: It’s a new computer I didn’t want to – I only put it down the hall in my 
mate’s room.  
Toby: And the stereo, the speakers? 
… 
Toby: Looked like Soviet Russia. Like a monk who’s taken a vow of no 
fucking possessions. 
Ed: my computer and the stereo. 
Toby: What, nothing else? (Ed looks away.) Little furry friend? 
… 
Ed: They’ve never been to my room, I thought they wouldn’t know what 
I’ve got and what I haven’t. 
… 
Toby: Supposed to be awesome. Your entry to the club – it’s called a room-
trash, not a things-you-don’t-give-a-shit-about-trash. They knew 
soon as they walked in and couldn’t find Mr. Fucking Snuffles. (Oct 
2009:15-16) 
 
Now that the audience hears about the destruction, leaving the audience to its 
imagination. Miles, another new member, not only lost valuable possessions but was also 
a victim of sexual harassment. 
 
Miles: So James26 jizzed on my books? (Harry realises what they’re talking 
about and cheerfully owns up). 
Harry: Oh no, that was me. Always happy to whack one out for the good of 
the club. (Oct 2009:30) 
 
Instead of Harry denying his sexual misconduct, he comes forward as the instigator, 
showing no remorse or embarrassment. In scene two the audience sees how the current 
Riot Club members are acquainted, how they interact with each other, who is in charge of 
	
26 James Leighon-Masters is the current president of the Riot Club, and thus in control of all its members, 






the event, as well as who fully embraces the Riot Club’s ethos. The audience becomes 
spectators of the Riot Club in the 21st century. 
 It is clear from the transitions that Wade had a better idea of how the play would 
build. Between each scene, time passes through the unseen consumption of food. Scene 
Two ends with Chris entering with the first course of pâté (Oct 2009:63). This leads to the 
start of Scene Three when the boys have finished eating their first course (Oct 2009:64). 
These transitions27 have no concrete stage direction, just that between each scene the 
members ate and drank larges amount of alcohol. This is illustrated instead of showing 
the amount of alcohol consumed in the scene (Oct 2009:59), the actors can show the 
effects. During the ‘blackout” the production team, can place empty bottles of wine in the 
scene changes, giving the illusion that the characters are steadily getting intoxicated. 
 The young members of the club are male, wealthy stereotype found in any 
established University. Guy, with the suggestion of his Uncle Jeremy, orders a Ten Bird 
Roast (Oct 2009:72) to symbolise how the Riot Club is extravagant. With each action, 
regardless of failure or success, comes a story, which strengthens their bound. 
 
Ed: So, when did it become an entry into politics? 
The older boys laugh, except Toby 
What? 
James: Is it an entry into politics? 
Ed: Isn’t it? 
Toby: Doesn’t do to talk about it, even if it is. 
Ed: Eleven Prime Ministers. 
Harry: Ten, mate. 
Dimitri: Eleven soon28. … (Oct 2009:65) 
 
These men are not friends, they brothers, who all have the same future anxieties, fears 
and dreams. 
 Steve Waters believes that for a play to be good, there must be “bloody good 
arguments.” (2013:173) “Simulating the emotive force of an argument is perhaps the acid 
test of any writerly competence.” (Waters, 2013:173) Wade’s lack of argument is a 





28 This could be alluding to David Cameron. Considering that this is from the 2009 script, the assumption 
that a past member of the “Riot Club” will be the next Prime Minister, illustrates that Wade is 
knowledgeable about what is happening at this moment of time in British politics. This commentary, also 
illustrates that, and this is proven by the voting intentions polls {which on 18-10-2009 was at CON 44% vs 
LAB 27%, (Rogers, 2015)} that the Conservative Party and David Cameron were becoming popular with the 
British Population (Cadwalladr, 2009).  
In September 3- October 26, 2019, Posh was produced as touring show, starting in Oxford. This was 
happening just as Boris Johnson had moved into Downing Street in July of 2019. Michael Davis states: The 







hold a mirror up to the nation… [and it can be a] critique of its failings.” (Holdsworth, 
2010:41) Yet if that mirror lacks the ability to “’think’ politically” (Kelleher, 2009:25) or if 
the play does not have the strength to cause “the sometimes-uncomfortable eruption of 
contention in the theatre” (Shalson, 2017:9), why is Posh relevant? Why is it important 
these characters be shown on stage? Any attempt at sympathy or attraction for these 
young men is challenging. One example is Harry Villiers to Charlie, the hired escort, 
when she refuses their money for her services: “Why can’t you do it? Why can’t you 
buckle down and – Fuck’s sake you’re a whore, aren’t you? (Oct 2009:93).” How the men 
treat others destroys sympathy from the audience.  
Posh is about the current British class system, focusing on members of the elite 
class. Considering that Wade comes from a middle-class background (Cooke, 2010), it is 
interesting how she continues to look for ways to humanise these characters. According 
to Adam Nicolson’s Gentry: Six Hundred years of a Peculiarly English Class: “The English 
have the great self-recordings and England has preserved more of what its people have 
written about themselves than anywhere else on Earth. … They [English Gentry] both 
wrote and kept [this information] and because of what they kept they are the most 
knowable English there have ever lived.” (2012: ix) What Wade attempts to do is show 
how the gentry fits into the twenty-first century, “The world did not own them a living. 
Every generation had to revalidate its place in the gentry universe.” (Nicolson, 2012:412) 
Today, threats are the loss of family estates to the National Trust. As Mile’s explains: “so 
my mother and father are stuck in this tiny little sitting room upstairs, huddled round a 
gas fire, rooms all around them getting opened to visitors… (Oct 2009:99)”. Wade 
continues to give the audience a different perspective, whether this is to evoke is unclear, 
and will remain so throughout the different drafts. What is clear is that Wade’s 
journalistic style of playwriting (Waters, 2013:191) is a true reflection of this society. 
At the start of Act 2, each character has complained about how they suffer which, 
“is nothing new for a gentry enterprise to feel under threat from the prevailing currents of 
modernity.” (Nicolson, 2012: 408) Each character has been affected, such as losing their 
homestead to the mass tours (Oct 2009:99), to compete in the stagnate job market (Oct 
2009:103) or being hassled by the media (Oct 2009:105). The fact that these young men 
believe they have to “co-exist” (Oct 2009:108) with the middle classes, alludes that the 
Riot Club members believe they are entitled because they were born into wealth. 
In the DT, the character Lord Bellingfield is now Lord Riot the namesake of the 
Riot Club (Oct 2009:111). The reason of the creation of Lord Riot is to strengthen these 
men's contempt of modern Britain. When the gentry had more power and control, these 
young men would have been treated like Gods.  
 
Ye are the finest of men, of all men, and your club is the finest of clubs – 
what is there to brawl o’er? The world wants you, boys - though it may not 
yet know it – it wants you to lead. … I would light a fire so white-hot their 
petty disapproval could never put it out. Never skulk, boys, never sneak. 
It’s your England. It’s yours. Take it back…. By whatever means. Take it 
back! Don’t let them take it away. They will think you in the end. … You 
are the leader. Or you will be. If not now, soon. Be proud, be the phoenix. 






Lord Riot's speech is the catalyst for the climatic destruction (Oct 2009:114-124). 
 
The cork flies off and the boys cluster around the glasses holding up as 
Alistair pours the champagne into them in a steady stream. 
Alistair: Gentlemen – for what we’re about to do, may Lord Riot make us 
truly trashful. 
All: Amen! 
The boys drink the champagne then smash the glasses. 
Guy: I love the sound of breaking glass. 
Alistair: Take it back, boys. Take it back. 
They set to work trashing the room: it’s orchestrated and rhythmic, almost 
balletic. 
It goes on for ages. It’s thorough and brilliant. Crockery is smashed, plants 
overturned, pictures pulled down from the wall and headbutted or 
drop-kicked out of their frames… 
Toby and George climb up onto the table and jump on it, trying to get it to 
break. Ed joins them, but it’s a sturdy piece of furniture and they 
still don’t make much headway. 
George calls to the others…. 
The boys climb down from the table and cooperate in turning the table over. 
There’s a slight lull as they concentrate on this. (Oct 2009:125-126) 
 
Lord Riot believes that when the wealthy causes devastation, it is the lower classes that 
will repair the damage. By being “the phoenix” it forces progression for the country. 
After the annihilation of the room, the violence continues with a brutal attack on 
Chris, when he refuses payment for all the damages caused to his restaurant and the 
sexual assault of his daughter (Oct 2009:131). After the gang attacks Chris, the men stand 
around unsure the next course of action. Do they call the police? Should they call their 
lawyer? Who is going to get in trouble for hurting this man? (Oct 2009:133-140) In the 
end, the boys blame Alistair, stating that it was only he who beat Chris unconscious (Oct 
2009:141-145). 
 The DT ends as it begins, in the gentlemen’s club where Alistair meets Guy’s God-
father Jeremy (Oct 2009:146). Here we learn that Alistair is taking “one for the club” (Oct 
2009:148). In sacrificing himself for the Riot Club, Alistair is now own a debt from its 
members (Oct 2009:148). Wade conveys to the audience that people who have money or 
family ties, have control of the United Kingdom. 
 
Jeremy: You don’t just join your year of the club, you know. You join the 
whole club, way back. Everyone who has ever been in it. … I 
think you’ll find once we get out the other side of college, we get 
a bit more perspective, more of a sense of proportion. Then 
perhaps you’ve had from the boys you’re in the club with. (Oct 
2009: 150) 
 
Alistair learns that members of the Riot Club have control in the system. The belief that 
the elite-class is oppressed by the middle-class is not that farfetched. It was only Alistair’s 





Alistair to believe he could control the ideas of the lower classes in a safer method such as 
journalism (Oct 2009:153). All the destruction at the Bull’s Head is forgiven and forgotten. 
Alistair’s future will be secure, he will not be punished, as long as he is willing to tell Riot 
Club alumni the story of his “Shenanigans” (Oct 2009:155).  
  Comparing the two scripts is challenging since the two scripts are drastically 
different. Given that the scripts are two different plays, this chapter is stating the 
significant changes that Wade made between the text for the stage and the evolution of 
the plotline. DT was the first step in a production that could be deemed complete, but 
Wade was still able to enhance the script. 
































29 Particularly focusing on Northern Rock. 
 
30 Examples of the Conservative Party’s Campaign Posters, which were made public on January 2010, see 





























































































31 Yale University has three such societies: Wolf’s Head, Scroll and Key or Skull and Bones. Cambridge 
University has The Pitt Club and The Misfits. Harvard has The Porcellian Club, Princeton’s Ivy Club or 
Dartmouth’s Sphinx Club or The Corps Hannovera Gottingen at Georg August University. Even at Oxford, 
besides the Bullington Club, you have The Gridiron Club, which Jacob Rees-Mog was a member and David 

















































32 See Image C in appendices 
33University of Kent: (https://www.youtube.com/watch?v=Xp14HmuuVxI) 2017 
Exeter University: (https://www.youtube.com/watch?v=eUJMEoOPDIE) 2016 



































































































35 See Appendices Image E. 
36 As an outsider, the word “posh” and what is means, is unrecognized and unused in my country. Though 
the class-system exist it at first glance is harder to detect. Unlike the title of the play, in this context I am 












































37 On Print, PC and Mobile according to the National Readership Survey 29,570,000 adults read The Sun 
monthly (Newsworks.org.uk) 
38 Though the rioting started in London, thus the name London Riots, it could also be considered the 
English or England Riots, when seeing the numbers of arrests across the country (Rogers & Evans, 2011). See 
Map in Appendices Image F. 





























Duke of York Production (May, 2012) 
When it comes to production, when the run of a play ends, that is the usually end 
of script development. At smaller venues such as the Royal Court, it is common for 
popular plays are moved into bigger performance space and given an extended run. Such 
an example is Jez Butterworth’s Jerusalem, which moved to the Apollo Theatre on January 
28th, 2010 or Martin McDonagh's Hangman, which transferred to the Wyndham’s Theatre 
in December 2015. These opportunities allow plays to be seen by a broader audience. 
When the production moves to the West End. A few practical things may change, but the 
script typically remains the same. Before Posh moved to the West End, Wade was given 
time to develop the text before it opened on 23rd of May 2012. Politically the 
Conservatives were in government with David Cameron as the Prime Minister, details of 
the Bullingdon Club were common knowledge, and the United Kingdom was recovering 
from an economic crisis. Wade evolved Posh to include contemporary news, music and 
dialogue, to help keep the script relevant. 
Comparing once again the first scene of the DYP to the RCP, Wade has changed 
the tone of the Scene One. In the RCP, it is Jeremy who invites Guy to meet (April 2010:7), 
in the DYP it is Guy who has asked Jeremy for advice about the Riot Club, and Guy’s 
social standing with the society’s circles (May 2012:19). Instead of encouraging his godson 
	
40 To aspects of the Opening Ceremony of the Summer 2012 Olympics (Lawson, 2012) 
41 Not only was her ceremony considered a bank Holiday, but people stood out in the rain to see her and the 






to be the one causing the stories, the DYP’s Jeremy is cautious and subdued (May 2012:19). 
In the RCP, the Riot Club’s unsaid ethos was to create stories, wild tales the members 
could tell at their club. Removing this part of the script in the DYP, Wade changes the 
whole impression of the Riot Club. It is the current youths, which want the Riot Club of 
old, not the past pushing their traditions on the young. 
In the DYP the audience learned that the Riot Club is on hiatus because the society 
tarnished the image of the University and its students42. In the first scene, at the meeting 
with his God-father, Guy believes that the present Riot Club members have been in 
hiding long enough. 
 
Guy: OK, so we’re back, we can start having dinners again, Embargo 
Relaxum 
Jeremy: On the proviso that you keep it out of the Daily Mail this time, 
right? 
Guy: Well yeah. Yeah, but that wasn’t about a dinner, though, was it, that 
story, that was just Toby – … I know we’ve missed two dinners 
because of him knobbing about. (May 2012:20) 
 
What Toby did to hurt the meals for the Riot Club is explained further in the play. To give 
an overview, he was caught talking to a girl at a nightclub, bragging about the club and 
what they do when they have a night out (May 2012:120). In this confession, Toby did not 
try to hide the club’s name or his own identity (May 2012:123), which the society would not 
forgive if it had not been recorded43 and posted on YouTube (May 2012:125). 
Thus, the Riot Club was told to stop having their “secret” dinners. Wade is able to 
show that the Riot Club does not fit into modern society or modern technology. Toby’s 
action is a returning theme in the DYP. Not only is he the butt of jokes, he is forced to 
wear a seventeenth-century powdered wig as a punishment, calling it the ‘wig of shame 
(May 2012:41)”. This wig is a device that allows the character Lord Riot to enter the play 
through Toby’s drunken body. Another punishment is when the apology Toby wrote to 
the University is read out at the dinner by president James44. (May 2012:120-128) 
The use of a wig for cocaine is no longer relevant, it is now up to George, the 
simple-minded landowner45's son, who is tasked with procuring the class A drug. His 
failure only illustrates a continuing theme, the Riot Club does not work in the 21st century. 
	
42 Currently, this is also the case in terms of the Bullington Club, the former headmaster of Eton has 
“personally instructed Old Etonians not to join, depriving the Buller of its most fertile recruiting ground.” 
(C+Investigations, 2015) 
43 At the time 2012 certain social media, such as Snapchat, did not exist, because technology and media is 
changing and improving, one cannot know if such medias like YouTube or Facebook, which are alluded to 
in the play, will be relevant in years to come.  
44 In the Draft Three & Draft Four, James is made fun of for applying to work at a bank, which is removed 
from the Royal Court Posh. 
45 Adam Nicolson observed the gentry class of the 21st century, which is a perfect description of who George 
represents.  
“This is not a very wordy culture and emotions rarely break surface; but it is, and perhaps always has been a 







George: Yeah, um. Bit of a problem with the old, um, procurement 
actually. 
Toby: Oh what? 
James: It’s your turn, mate- 
George: Yeah, well I tried, OK. Asked around at college, which in itself was 
a bit of a – managed to fine this chap in the first year, yeah, who 
knows this chap he gets it off in Blackbird Leys but he just passed on 
the number, said I had to get it myself, 
Alistair: But you didn’t get it? 
George: Look I had to leave the beagling46 dinner early, yeah, which really 
isn’t the done thing, then I had to wait on this bench for ages and it 
was bloody cold all these people staring at me- 
Dimitri: Mate, you didn’t go to Blackbird Leys in your plus fours47, did 
you? 
Hugo: Foolhardy. 
George: Yeah well I did feel a bit – 
Toby: Of a knobber? 
George: Bit conspicuous. Anyway, this quite smelly gentlemen comes up 
and starts chatting to me and I assume it’s my chap because he 
looks like a drug dealer – 
Dimitri: Drug dealers just look normal, mate. 
George: Yes well I know that now, so- so I’m really not sure of the protocol 
but eventually he cuts to the chase at which point I realize he’s not 
the chap I’m supposed to meet, he’s actually a sort of a shot of a – 
Guy: Tramp. 
George: You know, a homeless. So we’re chatting and he- 
Dimitri: Does this story have a end or just a middle? 
George: I got mugged, ok? 
Hugo: Oh mate. 
George: Asks me if I’ve got any change. And I said. I said “I’m really sorry, 
I’ve only got notes.” 
Dimitri: ‘I’ve only got notes’? What did you expect? 
George: Yes, OK, yes. Anyway, he pulls a knife and demands I give him my 
– My wallet. Then the actual dealer turns up and yes, Dims, he did 
look perfectly normal, then when I told him I hadn’t got the money 
anymore he looked very cross and did some shouting and then I did 
some running away. (May, 2012: 110-112) 
 
This example illustrates how Wade was to develop the story of Posh and how the script 
evolved. These characters who they are as people, how current society deems them and 
what happens to them in the present world.  
Believability seems the goal with Wade’s edits. Before the changes, after the 
violent assault on Chris, the men of the Riot Club wait until Rachel enters to call the 
	
46 The definition of beagling: hunting rabbits with beagles. Wasn’t this illegal under the Hunting Act, or is 
the play set in a different time period? The Hunting Act of 2004 outlawed the act of hunting with Dogs – 
Beagling would have been caught under this, and thus the character would also have been doing something 
illegal? 






ambulance (April 2010:135). In the DYP, as Chris lies unconscious and the men are 
contemplating their actions, Hugo called the ambulance against the advice of the other 
Riot Club members (May 2012:199-201). This tension adds another level of anxiety as 
everyone waits, the men reflect on their action and what this violence could mean for 
their future (May 2012:200) This build of tension adds another level to the climax, not 
only are the current members of the Riot Club going to get into trouble for destroying the 
pub’s private room, they have to wait for the police and inevitable punishment.  
Another significant change is how the University, society and the Riot Club handle 
the punishment of Alistair at the end of the play. It is clear that because of his actions 
against the pub owner, Alistair is no longer allowed to continue his education with the 
University (May 2012:217). At this meeting with Jeremy, Alistair learns that if he removes 
the Riot Club from his confession he will be protected as long as he keeps their club a 
secret (May 2012:212). He suggests that the society's ex-members control the current 
political system and are the true power of England. 
 
Jeremy: I know a man – ex-member himself, as it happens. Very useful at 
sorting out club scrapes over the years. 
Alistair: I think this is a bit more than a scrape. 
Jeremy: You should have seen some of the others. Little incident from the 
80’s threatened to rear its head recently – something about a ball 
gang – our chap got it hushed up very effectively. (May 2012:218). 
 
Wade alludes to the fact that the Riot Club’s members both current and the past are in 
control of the country48. Considering, who made up the current political power of the 
United Kingdom, the concept is no longer fictitious.  
In the reviews for the RCP, the theatre critics all believed that the actions of the 
Riot Club are unbelievable. It just did not seem plausible that a person could inflict such 
horrible violence to another person without facing punishment with the law, even if they 
do have money. In the DYP it is evident that Wade changed the script accordingly. 
According to interviews, Wade had further access to unofficial stories from Oxford 
University alumni, where she learned the violence and destruction was not far off from 
the truth (TV Interview, 2014). An important change is that these clubs were not for 
bonding the men forever, either through comradery or blackmail. The reality is that most 
members of such societies try to deny the fact that they were even members.  
Out of the seventeen reviews of the RCP of Posh, only six theatre critics also saw 
the DYP. Charles Spencer from the Daily Telegraph believed “Wade and the producers 
must have rubbed their hands with glee when… the MP and his Chancellor [were 
described as] “arrogant posh boys” out of touch with the lives of ordinary people (Theatre 
Record, 24. 5. 2012:583).” Spencer believed that the topical political knowledge, Wade’s 
concept of wealth and their prejudices was not unrealistic. Paul Taylor from the 
Independent stated that “the changes gave a greater complexity (Theatre Record, 
	
48 In more recent interviews, Wade’s surprising insight to the power that the upper class has over the British 
public is in her opinion “terrifying”. Even when remembering the Royal Court Production, Simon Stephens 





24.5.2012, 583)” in the play, allowing the growth for the story arch and message Wade is 
conveying. Henry Hitchings from the Evening Standard it is “the sense of entitlement that 
swirls like a sickly perfume (Theatre Record, 24.5.2012:584)”. Aleks Sierz believes “The 
funny, and tragic, thing about this is that some toffs actually think like that (Theatre 
Record, 1.6.12:586).” The theatre critics, who saw the both productions found the script 
feasible.  
The Riot Club (Film, 2014) 
To see how Laura Wade wrote The Riot Club, one only has to go back to the 
beginning in the RCD from 2007. As a medium, film is better suited for conveying the 
passage of time than theatre. It is clear Wade went back to her original idea in the RCD, 
Having the movie jump throughout time and distance. Instead of having the characters 
describe actions that took place offstage, the film can show the audience the events, such 
as destroying the pub or dealing with tourists visiting the family estate. In the film, scenes 
cut from the University to students at the pub or taking a one-on-one session with a 
professor. These seconds of screen time, give further depth to the plotline. It gives a 
glimpse to how the member is when they are together versus with non-members or the 
general population. 
It is clear from the film that Wade had acted on critiques from the DYP of Posh. 
Instead of presenting the whole Riot Club at dinner, she focuses on two students, Miles 
Richards and Alistair Ryle, who are both first years at Oxford University. Following two 
leads, instead of the ensemble it gives the audience the opportunity to get attached to 
either of the characters. The film is biased towards Miles, who is wealthy, but self-aware 
of the middle and working classes. One could conclude that Michael Billington's request 
for a “strong conscience” is fulfilled through him. At their first encounter, there is a 
disagreement over who gets the bigger dorm room in an older part of the campus or the 
smaller room in the new buildings. Alistair’s father believes the older room is rightly 
Alistair’s because it has been in the Ryle family for generations. Miles “doesn’t mind 
swapping, if this one has sentimental value.” (The Riot Club, 2014) This gives Miles the 
upper hand by being level headed and humble. On the same day, at dinner, Alistair and 
Miles meet Lauren49. Throughout the meal, Alistair consistently corrects Lauren, in order 
to impress her. 
 
Lauren (to Miles): Are you in the new building? I’m in the new building. 
Alistair: Actually, the “new” building is the Palladian style one they built in 
the 1700. Next to the chapel. 
Lauren: There weren’t any girls at your school, were there? 
Miles: Don’t worry they’re just like us. But cleverer. (The Riot Club, 2014) 
 
Once again, Miles is able to flirt winning the affections of Lauren. Throughout the film, 
Alistair and Miles continue to butt heads, even when they both become members of the 
	
49 Lauren is portrayed by Holliday Grainger. It is assumed that Lauren represents the same Lauren Small 
from Posh, but this is not confirmed. Another interesting casting choice is that Grainger is originally from 






Riot Club. It is during the meal the audience learns that Miles is still a member of 
privilege and not better than the other members. It is when he offers Lauren the 
opportunity to earn enough money to pay off University. This by giving herself to the 
men sexually, by giving them oral sex. By the time he realises this is morally wrong, 
Lauren had left him and the Riot Club continues into debauchery. 
From the trailers, interviews and the film itself, it is unclear why Posh was even 
considered for a movie plot. The overall message Wade is conveying to the audience is 
that the wealthy class are a seedy, power hungry, elite who hate the “poor” people, who 
are, as defined by Alistair, the rising middle class. Considering who frequents the Royal 
Court Theatre, this means the characters on stage despise the audience. One can only 
assume that statistically, making the play into a film would allow the story to spread to a 
wider audience, taking the premise globally50 to a younger audience51. This illustrates 
Steve Waters’ concept of having “a bloody good argument.” (2013:167) Was broad 
viewership the endgame, which unfortunately failed? On the opinionated website Rotten 
Tomatoes, The Riot Club earned a mediocre rating of “65%52 fresh”. This means that 
although the film was visible it did not get the positive response that it aimed for. The 
film itself did not gross a significant worldwide income, making a global total of 
$2,147,734 (boxofficemojo.com). Nor was the film advertised as political, but was 
unaccountably aimed at young women between the ages of 15-24. In the various 
interviews for the film, most of the focus was on the attractive young actors, such as 
Douglas Booth who plays Harry Villers.  
Though the film is an excellent opportunity for Laura Wade, it did little to improve 
her craft in playwriting. Whereas in the different drafts of Posh from 2007 into 2012, one 
sees improvements in the characters, the dialogue and the story arch. The Riot Club 
further illustrates Wade’s original idea for production but removes the physical 
connection that theatre can, the violence on stage is palpable. The film allows the 
audience to invest in Miles, Laura, Chris, his daughter Rachel, and Charlie the escort. The 
film does not change the fact that the members of the Riot Club represent horrible 
examples of human behaviour. In the end, when Miles leaves the club because he does 
not believe in societies ethos, the hint is that without the support of the society, he will 
not have the same success. This argument that the wealthy have power is validated when 
Alistair is protected, disregarding the violence he caused. Even on film the audience is 
still left feeling disenchanted. 
	
50 The Riot Club released in these countries on these dates: Austria 10/9/14, Belgium 3/4/15, France 12/31/14, 
Germany 10/9/14, Hong Kong 1/22/15, Italy 9/25/14, South Africa 6/12/15, Thailand 2/16/15 
(boxofficemojo.com) 
51 According to BFI Research and Statistics (2016) in 2012, young people in 15-24 and 25-24 make up a 
majority of cinema goers. (http://www.bfi.org.uk/sites/bfi.org.uk/files/downloads/bfi-statistical-yearbook-
audiences-2015-2016-08-25.pdf) 
52 According to the website a film is considered bad if it gets 59% or lower review percentage, which is 






  Laura Wade’s Posh is a museum piece. When it is performed the production will 
reflect a moment in time. This is apparent in reviews of the 2019 five-week UK Tour. 
According to Sam Marlowe in The Times, the play and its subject was “more pertinent 
since it had its premiere during the 2010 general election.” (2019) Ben Kulvichit wrote in 
The Stage, that current politics “makes clear that the toxicity of Etonian privilege in UK 
politics is as ripe and topical now as it was at Posh’s premiere in 2010. Nine years on, 
however, the play feels dated in its method, if not its message.” (2019) Staying current was 
always going to be the challenge of this script, which is illustrated in Wade’s need to 
revisit and update the play between drafts. These consistent edits are essential because to 
Wade keeping the script relevant and modern for the time of production, but it is also a 
significant weakness.  
Looking at the original RCP to the final DYP, even considering the film, Wade was 
given the unusual opportunity to evolve the original plotline. To work on consistency 
both in character work and in the scenes, making the focus cleaner. Through the different 
drafts, dialogue became clearing, sharper in wit and believability. She was able create a 
realistic world and show the audience the class war in Britain. By allowing the script to 
grow to get the best out of the story the playwright is trying to convey to the audience.  
In light of the UK tour as well as the change in British politics, it is imperative to 
state that the characters met in the play currently represent known men in parliament. 
The question is whether they will be relevant in, say, twenty years. Will these types of 
political figures still be in the British Culture? Will archetypes such as David Cameron, 
George Osbourne, Boris Johnson or Jacob Reese-Mogg53 still be prevalent in British 
psyche? When the UK touring show opened in September, Boris Johnson had become 
Prime Minister, reviving interest in his out-of-control-youth. In an anonymous interview 
in The Guardian, a woman who was known to recruit Bullington members “was horrified 
at the prospects of Johnson becoming prime minister. ‘The characteristics he displayed at 
Oxford – entitlement, aggression, amorality, lack of concern for others – are still there, 
dressed up in contrived, jovial image. It’s a mask to sanitise some ugly features.’” 
(Sherwood, 2019) These men were recognised in the characters of Posh in the UK touring 
production. “Joseph Tyler Todd is very funny as a clownish Boris counterpart. …Tyger 
Drew-Honey… with a Rees-Moggian54 air of supercilious venom.” (Kulvichit, 2019) It is 
impossible to know the future, but currently, even though Wade’s script still rings true. 
Minor Characters  
	
The first principle of character development is to make sure they are properly introduced” -David 
Edgar (2009:47) 
	
53 It must be stated that Jacob Rees-Mogg was never a member of the Bullington Club, but he was a member 
of the drinking society The Gridiron Club (C+Investigations) See Image I 
54 At the time of production, the image of Jacob Rees-Mogg lying in parliament was in public domain via 






“For a playwright, the playability of a character, the scope it gives an actor, is critical and 
not secondary consideration.” –Steve Waters (2013:112) 
 
In this chapter I examine the concept of characters, and how they develop and 
change in the playwright's revisions, I include character information that did not make 
the finalised script. Wade’s edits and changes allowed her characters to grow, gaining 
insight with their dialogue and in the evolved stage directions. The context of this chapter 
is focusing on two parts of character development. Wade’s edits allow the characters, 
such as Harry and Hugo, to evolve into the wealthy British stereotypes recognised by the 
audience, but also illustrates how they each fail to fit into these limited ideas. Their 
dialogue and beliefs magnify Wade’s argument in the centre of her play. By focusing on 
the subject of character development in each script I will study in depth the changes 
Wade made on a singular character, Jeremy. My focus on Jeremy in the world of the play 
illuminates that, in the stereotypes, Wade’s changes also allowed the character to move 
from two-dimensional to three-dimensional. 










































































55 See image in Appendices Image K. 
56 Natalie Rowe. 
57 See Appendices, Image L. 











































Creating and Developing Characters 
 A method that a playwright can access for help in writing a play is to use books on 
the subject (Paul Ashton 2011, Alan Ayckbourn 2003, Cassady Marsh 1995, Edward Cohen 
2010, Steve Gooch 2001, Stuart Griffith 1982, Buzz McLaughlin 1997, Sam Smiley 1971, Jeff 
Sweet 1993, Michael Wright 2010 & Sheila Yeger 1990 etc.), such as David Edgar’s How 
Plays Work or Steve Waters’ The Secret Life of Plays. They both provide a break-down of 
	
59 Images of the Lamb and Flag, see Appendices Image M 
60 A Boilermaker is a one beer with a shot of whisky. There are several ways to drink this combination, but 





how to technically write a play; they also both investigate the creative part of what makes 
a play well written. Each book is broken down into a similar concept in each chapter. An 
example from Edgar is his chapter titled ‘Audience’, which resembles the chapter from 
Waters’ book titled ‘Forms of Feelings: Moving the Audience’. Waters and Edgar both use 
examples of different scripts on how other playwrights achieve this manipulation of the 
audience. For a budding playwright, both Waters and Edgar are playwrights, and have 
earned the respect of their craft; each has taught the subject of playwriting. Edgars taught 
at University Birmingham, developing and molding the university’s MA course and 
Waters taught a workshop at the Bush Theatre. Even their method to prove their thesis is 
a similar style. Thus, it is Waters and Edgar’s method in character development that will 
assist with understanding Laura Wade method when creating her characters. 
How Plays Work by David Edgar, sets out to define the techniques and 
mechanisms that are common in script-writing, breaking each chapter into sections that 
the theatre aficionado recognises (2009, xi). Taking the fundamental parts of theatre, 
such as audiences, character or scenes, Edgar, uses examples from William Shakespeare, 
Alan Ayckbourn, Anton Chekhov or Caryl Churchill. Edgar breaks down what these plays 
and playwrights create to theorise what future playwrights could create. Steve Waters’ 
The Secret Life of Plays offers “a tentative ecology of playwriting (2010:8).” Waters uses 
scripts and playwrights who have impacted Waters as an audience member. Edgar sticks 
to clear examples in other playwrights, focusing only on primary fundamental part of 
playwriting and production. Both Edgar and Waters hope to glean information about 
writing for the stage and create a piece of theatre. 
In this chapter I analyse Laura Wade’s character development in all available 
versions of Posh. Breaking the chapter into parts of character development establishing 
examples of Wade’s stereotypes, then how Wade, through her edits, evolved the 
stereotype into three-dimensional characters. Prominent in both Waters and Edgar’s 
books is how characters work and how they improve their script. A character’s function is 
to strengthen the story or “argument” of the story. In the same was as Waters and Edgar, I 
will be using selected characters, how they changed in each draft as an example of 
character development. This chapter seeks to elucidate whether Wade’s characters and 
their evolutions in each changed script, strengthen Posh’s plot.  
In Edgar’s book, in the chapter ‘Character’, the section focusing on a character’s 
main objective in the story, as well as in their life outside the play (2009:47). Pursuing 
objectives is the theory that for characters to be well-written, they must have a goal that 
drives them in the script as well as out of it. The playwright, with their creation, can only 
move the character throughout the play if they have a want or need in this sphere. Only 
then the playwright can give the character a purpose. “As Chekhov said: tell me what you 
want, and I’ll tell you who you are (2009:48).” If a character has nothing to gain from in 
the world of the play, the character is not needed.  
Originally, it would seem Laura Wade created a group of men who fit in several 
stereotypes, found in the British wealthy or upper-class concept, i.e., the playboy, foreign 
prince or flamboyant eccentric. According to Edgar, a character that lacks an objective 





and Hugo Fraser-Tyrwhitt, both attempts to fill their role in the society as well as define 
themselves as a stereotype, both failing to comply too the ridged standards. This failure to 
fit in, or to succeed in the society, is a continuing theme of the play. At first introduction, 
it seems Wade’s characters lack an objective that drives them in the script. According to 
Waters, this is common in the creation of modern drama. 
 
Modern drama, skeptical about representation in itself, and intent on 
revealing the presence of society in the individual through representative 
characters as well as unique nuanced psychologies, placed new pressured 
on characterization, and offered a new role for stereotype. (2009:104) 
 
Each member of the modern Riot Club has a persona to fill the society. Unlike a character 
without a drive or goal in the Riot Club, it is the character’s goal to fit in the Riot Club, 
even if that includes trying to fit into the traditional stereotype. By becoming an extreme 
of their personality, Wade can reflect how even the wealthy class has a difficult time 
belonging to their social circle.  
Because of limitations of time, this chapter focuses on three characters, who 
evolved in each version of Posh, Harry Villers, Hugo Fraser-Tyrwhitt and Jeremy. Each 
character in the script fits in the basic idea of what being born from wealth and are a 
member of the British elite class, “such stereotypes still occur in culture and are still 
strong in the minds of the oversea visitors to the U.K.” (Sierz, 2011:227) They work in Posh 
because they are in a familiar and comfortable environment (Waters, 2010:106). This 
familiarity then allows the audience to look beyond their own “social process” (Waters, 
2010:106) and see beyond the stereotype and follow the story in the script. 
When creating a new play, a playwright is allowed to create context for their creation 
both outside and in their script (Water, 2010:109). Though it is the actors that “bring very 
different attributes to any particular role (Water, 2010:110).” Considering that Wade’s 
characters try to fit into their stereotypes, with little character description, the actors and 
the director have creative freedom in the production, which allows Posh to grow. Posh 
matures through the actors playing her characters. Michael Billington in The Guardian 
congratulated the cast and director for creating an exciting piece of theatre.  
 
“With eight of the original cast returning, Lyndsey Turner’s production 
retains its buoyancy and precision. Leo Bill as the most politically 
venomous diner, Joshua McGuire as a bouncy aspirant to the club 
presidency and Henry Lloyd-Hughes as a patronized Greek are as good as 
before. Among the newcomers, Harry Lister Smith as a mop-haired 
initiate and Steffan Rhodri as the pub’s browbeaten owner also impress.” 
(Theatre Record 2012:584) 
 
Thus, Wade’s characters are allowed to grow each time her script changes, adding 



















































61 Definition of the word playboy: Noun. A wealthy man who spends his time enjoying himself, especially 
one who behaves irresponsibly or has many casual sexual relationships. 
https://en.oxforddictionaries.com/definition/playboy 
62 It is difficult assess if the sexual encounter actually happened, but in the film The Riot Club, this event is 
witnessed. 





































64 Going back to the line “Girls for now, girls for later”. According to Kate Fox: “Upper-class males may have 
sexual adventures or even infatuations with working-class females, but they generally end up marrying girls 
called Isabella, Henrietta and Cressida (with children’s-book nicknames like Piggy and Tiggy) who grew up 
in large houses in Gloucestershire, with Labradors and ponies.” (2014:472) 
65 According to the website GLAAD (Gay and Lesbian Alliance Against Defamation) to use the term gay or 
lesbian is preferred over calling someone “homosexual”. “GLAAD Media Reference Guide - Terms To 
Avoid.” GLAAD, 25 Oct. 2016, www.glaad.org/reference/offensive. 
/.latest_citation_text 
66 The current acronym is consistently changing, adding or subtracting new letters as sexual identity 
changes and evolves, thus I have added the + to acknowledge all groups associated or identifying with this 
community. 
67This is how Paula Byrne describes Evelyn Waugh love life when in Oxford University in Mad World: Evelyn 



















































68 To be the future president of the Riot Club 
























































The Study of Jeremy: 
Rough Cuts: 
 The audience meets Jeremy in “A Gentlemen’s Club. Two big leather armchairs 
and a small table between them, with a heavy wooden door behind (2007:1).” In each 
version of the script, this direction remains the same, placing the play in a wealthy 
environment at its beginning. The first line spoken is from Jeremy: “Don’t stand there like 
a schoolboy (2007:1)”, starting the play with a reprimand. Jeremy is someone who is 
comfortable in these wealthy surroundings. He expects to be respected, and he 
commands people who are beneath him, such as the man who runs the desk at this club, 
his nephew and people in the British government (2007:8).  
What is gleaned from the scene is that Jeremy is wealthy enough to be a member 
of a gentlemen’s club. He is prejudice: “…might be Polish, looks skinny enough (2007:1).” 
He does not agree with socialism: “Not joined the Socialist Alliance yet? (2007:1)” which is 
a joke against his Godson’s father. Besides Jeremy believes it is his duty as both an uncle 
and a godfather, to make sure his nephew is on the right track in his education and social 
progress. “If you can’t get your godson into the right company at college you shouldn’t 
have got squiffy on the very good wine at the christening (2007:2).” This determination 
has nothing to do with Guy’s happiness, but with Jeremy’s aspirations of Guy joining his 
uncle’s status. 
It is in these few pages Jeremy’s influences not only impact Guy’s life, also the Riot 
Club current members. Jeremy uses Guy as a puppet, such as in Guy’s personal life, it is 
Jeremy, who believes that Guy’s current girlfriend, Karen Small (2007:2), is “chasing [him] 
for a ring (2007:4)” or that his godson “might have got the poor girl preggers or 
accidentally fallen in love with her…” (2007:4) Jeremy reiterates that since he knows who 
the right people are and wants his nephew to succeed in life, there is “No shame in 
cutting her loose if she’s dead wood. (2007:4) The purpose of this meeting is not for Guy’s 
personal life, but Guy is asking for assistance regarding the Riot Club. This assistance will 
come with a price. It is Jeremy’s consistent need for “stories” the current members of the 
Riot Club that develops the violence later in the play.  
The reason these stories are important to the Riot Club members both current and 
past is that they bond the club together. Jeremy believes that causing destruction is what 
knits these men together. 
 
You’re electing to spend your whole life with these boys. You get in a spot 
of bother – the tax man, the bitch you’re divorcing, something your son did 
you need to keep out of the papers – these are the chaps who’ll get you 
unstuck. And you’ll be the one in this chair, few years’ time, clapping your 
godson on the back cause you got him into Rioters, you’ll be the one 
drinking whisky with the chaps from the club, toasting each other’s 
retirement, still chums after all that time. Don’t be sitting here in thirty 







It is Jeremy who is the driving force for the Riot Club to be more than just a secret society 
that is made up of wealthy men. He is the instigator, and bribes Guy to be reckless. 
“Come to me next time you’ve got a bill to pay, but by god make sure you’ve got a story to 
go with it.” (2007:9) If the story is not good enough, Guy has a financial problem as well 
as a social one. 
Jeremy, in Rough Cuts, is a wealthy, stubborn, elitist who believes that his godson’s 
only success is that of following in his footsteps. As a character, Wade shows that it is 
people who remember the past that are the problems of the future. Jeremy wants to relive 
his moment of glory through the eyes of the youth he can influence, his stories of the Riot 
Club’s history, is the societies inevitable downfall. 
Draft Three 
 The edits from the Rough Cuts into D3, improved the character. Adding more 
insight into his personality, through dialogue. It improves who Jeremy is, who he is in the 
atmosphere of the play, solidifying his existence. Another change is his relationship with 
Guy and how powerful Jeremy’s influences are in the Riot Club. The first scene remains 
the same; Guy is meeting his uncle, Jeremy, at a gentlemen’s club. Jeremy is still 
xenophobic: “Bloody foreign staff. Couldn’t run a piss up a bath.” (Oct 2009:3) He still 
does not agree with Guy’s father socialist beliefs: “…encouraging people to feed the whole 
family for five pounds…” (Oct 2009:3) Jeremy is also able to assist Guy with his career. 
“You want a work placement at Central Office.” (Oct 2009:6) His beliefs, bother 
personally and professionally are now stated clearly. 
The new information adds another layer to what is already known by the actor. In 
RC, Jeremy states that he had not been in touch with Guy (2007:2). In D3, he admits that 
he has been “…out of the loop…” (Oct 2009:4) Guy expedites Jeremy’s involvement by 
stating that Jeremy could use email to stay in touch and even offers to give tutorials (Oct 
2009:4). Jeremy’s lack of involvement in Guy’s life is an interesting change, although 
Jeremy has influence in Guy’s life, he is not actively involved. The reaction to Guy’s 
girlfriend, like his reaction to the knowledge that Lauren went to Comprehensive versus a 
Day school (Oct 2009: 5). “Jeremy takes a breath.” (Oct 2009:6) This small stage direction 
emphasized Jeremy’s opinion of Guy’s girlfriend: she is “chasing [Guy] for a ring...” (Oct 
2009:6) It is Jeremy who makes it clear that Guy should not be taking the relationship 
seriously. 
Similar to how the RC is set up for information, in the D3 script; Wade has created 
a scene between Jeremy and Guy to reveal the workings of the Riot Club. Guy is trying to 
impress Jeremy with a tale from his last Riot Club dinner, where a chandelier was caught 
in the crossfires of a food fight. This story is also in the RC version but has Guy asking 
Jeremy to pay for the damages; in the D3, Guy is trying to impress his uncle (2009:7-8). 
The outcome is the opposite: “So what you’re telling me is one chandelier broken is a 
pretty poor show for a once-termly basherama?” (Oct 2009:8) Jeremy voices his 
disappointment in the current members of the Riot Club: “Perhaps it’s you boy that aren’t 
good enough.” (Oct 2009:8) Guy is trying to achieve success and respect from his Uncle, 





Though Jeremy has accepted his current situation, his reality versus what Guy’s 
University experience is missing. In a moment of anger, Jeremy complains that he is not 
allowed the freedom he enjoyed when he was younger. Since leaving University he has 
had to work with the populace, even though he came from a respected family, went to the 
“right” schools and has a career in politics. 
 
…Apparently, the greatest thing anyone in the public office can do these 
days in be accountable. We must strive for accountability. Never mind the 
proper business of looking after the law – you’re in trouble if you so much 
as buy an ice cream and charge it to the country. 
So, every last taxi has to be listed, every bottle of champagne or shampoo. 
It’s in the public interest, apparently, to know what brand of underpants I 
buy. Anything costlier than Marks and Spencer and I’m abusing my 
position. 
And it’ll be like that for you from the very start. They take one look at you, 
at where you’ve come from, the school you went to, and they’re waiting for 
you to trip up. (Oct 2009:9) 
 
Jeremy’s rant enlightens Guy to the “harsh” world the wealthy classes are forced to be part 
of: “So college is my last chance to live magnificently before all that shit kicks in.” (Oct 
2009:9) Stating the modern ideology of the Riot Club, that as a person of wealth and 
privilege, you have to be “accountable” for every choice made, because the middle classes 
have more power. 
 In D3, because Guy believes that the Riot Club is not fulfilling its potential, he 
hopes to run once the current president graduates (Oct 2009:9-10). Thus, it is through the 
assistance of Jeremy that Guy tries to control the finances of the society. This will allow 
Guy to demonstrate that he “showed a bit of foresight (Oct 2007:10)” by planning trips 
abroad, and ordering a ten-bird roast, all to bond the current Riot Club. Wade changes 
the actions in Jeremy. His drive is no longer about the stories the current Riot Club 
members can tell, it is more about the “bond” that brings these men together, forcing 
them into friendship. For Jeremy, the Riot Club was a means to be “part of something 
bigger than yourself” (Oct 2009:13), and to act out like the men before him, against what 
society sees as right. There is a flaw in this idea, Jeremy remembers his glory days of the 
Riot Club’s past: “gosh if the papers ever found out.” (Oct 2009:13) Jeremy, does not 
realise that in a current society which has to make everything “accountable”, it does not 
allow such actions. 
 Earlier in this dissertation, I explained that the RC script of Posh is significantly 
different to D3. An important change is that the last scene brings the audience back to 
the gentlemen’s club. In the first scene Jeremy attempted to improve the current status of 
the Riot club; in the last scene Jeremy attempts to save the club’s secrets. He asks Alistair 
to meet him at the gentlemen’s club. Alistair believes it is for another reprimand “on 
behalf of generations of ex-Riot Club members (Oct 2009:147).” Instead, Jeremy’s hopes to 
encourage Alistair to stay quiet about the Riot Club’s involvement, by using his political 
power and influence with past Riot Club members to suppress the “incident” from the 





case.” (Oct 2009:149) It is through Jeremy and his dialogue with Alistair that the audience 
learns how pervasive and powerful the Riot Club is underneath the workings of the 
United Kingdom. 
 Jeremy and the members of the Riot Club can pay off Alistair’s damage, which 
allows Alistair to go back to University. It is also how the audience learns that what the 
society does with information, through their stories. 
 
Like I say – chums in the right places. Couple of old Riot club chaps who 
owe me favours. 
Some of the things these chaps got up to at college –my god. I’ve only got 
to say “chocolate custard” to one of them and he’ll do whatever I ask. 
(2009:150) 
 
It may be that Jeremy believes the Riot Club is a society that assists at bringing the 
brightest, wealthiest, and the best together, but this remark reveals darkness at the heart 
of the club’s existence. By keeping the “best of Britain” in a brotherhood, is to keep the 
British classes separated. Alistair believes that he is being punished by the current society 
because he comes from a wealthy family. Jeremy offers him a different approach to 
handling this oppression, by hiding the fact and blending in the system. 
 
What I mean to say is, there’s a lot to be said for going slowly. You start 
quietly, give the people what they think they want. Look friendly, crinkle 
your brow, look like you understand –ride your bike to work, even –and 
while you’re smiling and nodding, they’re not looking at what your hands 
are doing, which is putting the world back in order. (2009:152) 
 
Jeremy believes that one has to trick people, to play along with the society’s idea of a good 
person, to gain control and “fix” the world  
  Wade’s original idea, based on the information gleaned from the RC script, is that 
the Riot Club survived on stories. The society needed the men to act out, to destroy 
because it was what bonds these men in the future. Jeremy believes that if the Riot Club 
does not live up to its, then what the club does in the future will not succeed. It is this 
reason that he pushes Guy to try to do something different, either planning an 
extravagant meal or a trip abroad, or towards any action at all that will bond the current 
members of the Riot Club together, as well as have something to talk about with Riot 
Club members of the past. Jeremy’s craves gossip, like the tale of what happened that 
night at the Bull’s Head, before he can forgive Alistair for his violent actions. Jeremy is 
even willing to help Alistair’s career path, as long as he leaves the Riot Club a secret and 
tell him the whole story. 
 
Jeremy: Now, I want to hear all about it – the Bull’s Head shenanigan. 
The whole story. Not as you’d tell it to your lawyer. As you’d tell it 
to a like-minded friend with no chums on the news desk. 
Alistair sits back 





Jeremy: We’ve a whole bottle71 here. I think I’ve earned it, haven’t I? 
Tell me everything. 
Alistair smiles 
Blackout 
The End. (Oct 2009:155) 
 
Calling the violent situation, a “shenanigan” lowers the harsh reality that Alistair beat a 
man unconscious. Jeremy does not care that Alistair unnecessarily hurt another man, 
what he cares about is that the Riot Club remains the same, as it has since its creation in 
the seventeenth century. 
In the other drafts, the edits evolve each character, making them realistic and 
believable. Though Jeremy has less change, likely because he is only in two scenes, the 
changes are important to the expansion of his character. The analysis of Jeremy, how he 
changed, is found in the subtle edits. This new information gives the actor portraying 
Jeremey more information on how they can play the character turning a two-dimensional 
stereotype into a three-dimensional person. 
Draft Four 
 Progressing to the Draft 4 (D4), the start of the play remains the same and will 
continue as stated in the RC draft, with Guy and Jeremy meeting in a wealthy gentlemen’s 
club. A necessary change is that it is Jeremy that has invited Guy to visit him, since Guy’s 
mother, is worried that Guy is in a relationship with the wrong type of person, Lauren 
Small.  
  
Guy: Am I just here for a Lauren thing? 
Jeremy: What? No, of course not. 
Course not. 
Alright yes, your mother asked me. But apparently, you’re going 
on holiday with the girl, what’s a mother to think? (Feb 2010:6). 
 
Having Jeremy invite Guy to the gentlemen’s club changes the power structure of the 
scene completely. It is now Jeremy who is asking for information; it is his need to gain a 
sense of Guy’s relationship, to know that Guy is on the correct path towards the right 
society.  
 Since Guy is the one in control of the scene and it is Jeremy- who is trying to gain 
information, Guy is cautious with the situation. Before the scene, Jeremy has not 
contacted him in any form72 since Spring. A benefit to this meeting is Jeremy is hoping to 
gather information about the current status of the Riot Club. 
 
Jeremy: And the Riot Club? 
Guy: Oh yeah, good, yeah. Awesome 




72 Jeremy does not call, he believes email is “the death of the letter (Feb 2010:4)”, yet Guy points out that 





Guy: You’ve been- 
Jeremy: Remiss (Feb 2010:7) 
 
The information, or stories of how the Riot Club is keeping up with its tradition the 
society. In the scene, it is clear that Guy is trying to impress Jeremy, but Jeremy is 
disappointed with how the story progresses. 
 
Guy: Full on food fight, it was mental. Then there’s this light fitting, this 
chandelier thing- turns out it’s a bit of an antique. Course it caught 
in the crossfire, shattered everywhere. Total carnage. 
Jeremy: One chandelier? 
Guy: which actually proves it’s not proper crystal, doesn’t it, if it shattered? 
Anyway, two hundred quid each, hit and run, everyone’s happy. 
What? 
Jeremy: One chandelier 
Guy: That was the size of it, yeah. 
Jeremy: Christ, in my day there’d be three chandeliers broken before we 
even sat down- we’d be eating in the dark sometimes. (Feb 2010:9) 
 
This dialogue about the destruction of an antique chandelier has been consistent in each 
draft, but since Jeremy is trying to gain information, how the dialogue changes. Jeremy 
wants a story. What Jeremy learns is that the Riot Club is not causing enough destruction 
and therefore are not reaching the level that will help them in adulthood. 
 It is through questions and his disappointment that Jeremy gains power in the 
scene. Guy states to Jeremy, as well as to himself: “… I don’t want to be part of the 
crappest line-up ever. In the ‘Disappointing’ chapter of the club’s history.” (Feb 2010:11) 
Now that Jeremy has gained influence, he can bring his godson and the current Riot Club 
up to the standard it had in the past. Jeremy states that Guy can “[m]ark [him]self out as 
the right kind of chap –the one who’ll get the club on track again.” (Oct 2010:12) The ruse 
of caring about Guy, in order to make his own gains illustrates someone who is an egotist, 
with romantic notions of his and Britain’s past. 
 Laura Wade has created Jeremy as a reflection of the Riot Club’s bygone era. He 
remarks “It’s not just a club. It’s far more than that. It’s about how do you want to live- 
“(Oct 2010:14), but it’s also a way get leverage over their comrades. The dinners are a tool 
to create a sinister tale, that make the members close their wealthy ranks, to strengthen 
their bound. Although Wade changes the reason for Guy and Jeremy to meet, the 
conclusion is the same; the Riot Club need to continue at the level the society has always 
been in past generations, otherwise the future men of power and influence will have 
nothing to barter with when members get into trouble. 
 To compare the first scene with Guy and Jeremy, to the last scene between Alistair 
and Jeremy, He sets both up, asking a series of questions to glean information about 
either the men’s character and their importance to the make-up of the Riot Club. The first 
test is by offering them whisky; 
 
Jeremy: Drink? 





Jeremy pours two tumblers of whisky 
Jeremy: Water? 
Guy: Ice please. 
Jeremy looks at Guy: wrong answer. He puts some ice into Guy’s drink. 
(Feb 2010:8) 
 
Alistair on the other hand passes the test. 
 
Jeremy: Drink? 
Alistair: Wouldn’t say no. 
Jeremy pours two glasses of whisky. 
Jeremy: Water? 
Alistair: Tiny slosh. 
Jeremy: Ice? 
Alistair: Never. 
Jeremy: Good man. (Feb 2010:147) 
 
Through both scenes, it is clear Alistair has won the respect of Jeremy and through him 
the respect and protection of the society. 
 In the changes between the different drafts, it is what Jeremy does not say, his 
abnormal response indicates his growth. In D4 Jeremy tries to make sense of Alistair’s 
actions at the gastro-pub. 
 
Jeremy: Are you sorry you did it? 
Alistair: Honestly? No. I regret the consequences but I don’t – 
Jeremy: You’d do it again? 
Alistair: Yeah. (Feb 2010:149) 
 
It is the fact that Alistair does not feel guilty, or believe he was in the wrong that 
impresses Jeremy. He is also impressed by Alistair correct theory that the Riot 
Club exists because the wealthy men who are members are attempting to “self-
preserve” a time that has passed.  
 
You know your mate from the Riot is going to help you when 
you’re older cause you’ve got a whole sack load of dirt on him. 
…You’re bound, yes, but by fear. Calling it a brotherhood –of 
love - is just. Romantic nonsense. It’s all just leverage. 
Generations of members all the way back. (Feb 2010:150) 
 
In the modern sense, the reason for the Riot Club is to forge a bound between the 
members. Jeremy, in the first scene, sees a real problem if the current members are only 
causing a bit of destruction. This rant proves to Jeremy that Alistair is someone who 
understands that the wealthy have to stick together. This is why Jeremy says: “So 
someone should be there to bail you out of this mess, then, shouldn’t they? If that’s what 
the club’s for.” (Feb 2010:150) Although Alistair nearly beat a man to death, the Riot Club, 





 Wade begins to edit Posh towards believability. The society’s purpose in the 
twenty-first century improves. Jeremy will help Alistair, but this is not the guarantee that 
it was in the past.  
 
Not like the old days, you see. No magic wand anymore, can’t just pull 
rank. You can’t wave your big stick and think they’ll bend over for a 
whipping just because of who you are. World doesn’t work like that 
anymore.  
I’d say it was probably doable, getting you off. But bloody difficult. (Feb 
2010:150-151) 
 
Allowing Alistair to get away with his treatment of the gastro-pub owners without 
punishment is difficult, being that he did “beat a man”, but Jeremy knows that Alistair is 
someone worth having in his inner circle. 
 As the character Jeremy evolves in each draft there are critical parts that improves. 
Jeremy is a member of the wealthy elite; he represents the past, the elders of the Riot 
Club and what the current members can become if they follow the same traditions. In D3, 
Jeremy needs the stories, the epic tale of Alistair beating a man close to death. In D4, the 
reason for Alistair’s story is better defined. He welcomes Alistair into the wealthy fold, 
offering him a future, or at the very least protection. 







 The first scene is set up exactly as it was in D4; Jeremy has asked to meet with his 
Godson/nephew Guy, to gather information about Guy’s current social situation at 
University. Jeremy is still requested by Guy’s mother to advise about, Lauren Small73.  In 
this meeting is that Jeremy tells Guy that his current chapter of the Riot Club has the 
potential of being “part of the crappest line-up ever.” (April 2010:11) Guy believes that by 
becoming President of the society, he could improve the Riot Club’s current situation. In 
RCP, it was Jeremy who unwillingly instigates the idea that Guy should become President 
of the Riot Club. The first example is from D4: 
 
Guy: Current third years all said no when they had the change to context, 
my year are just in it for the shits and giggles, I mean- 
Jeremy: Why bother with the political nonsense now? Not all it’s cracked 
up to be, you know. (Feb 2010:11) 
 
	
73 Within the D3, the audience learns that Guy and Lauren break up. Guy gives little information about why 
this happened, but that statement “her parents ran a newsagent (Oct 2012:31)” is similar to the distain 





Jeremy’s argument is that Guy should not bother with politics until he is a part of the 
governmental system. He does not give Guy a valid reason not to run, other than the fact 
that politics are not as exciting as people believe they are.  
The next example is the same passage from the RCP. Here Jeremy has a valid 
reason against running for president. 
 
Guy: Current third years all said no when they had the change to context, 
my year are just in it for the shits and the giggles, I mean- 
Jeremy: And why not? Why bother with politics when you should be 
enjoying yourself? Not all that it’s cracked up to be you know. 
(April 2010:11) 
 
This small edit better executes why joining politics, even in the Riot Club, at University. 
As the only edit that Wade made in the script, this does change how Jeremy 
communicates his ideas. 
As I concluded Guy and Alistair are being tested by Jeremy. When talking to 
Alistair Jeremy reflects on how Guy handled “the Bull’s Head shenanigan” (April 2010:142). 
Comparing how Wade edited this part of the dialogue, she was able to convey the same 
information to the audience with a significant less dialogue. 
 
For a side-by-side comparison of changes of Alistair’s monologue from 
February 2010 versus April 2010, please see Appendices on page 73 
 
The edits also the actor who portrays Jeremy a calmer demeanor than in the previous 
drafts. Here is a man who is comfortable with his social standing; he is not a University 
student attempting to bond with his peers. 
 It was the RCP of Posh that Oberon Books published in 2010. As stated previously, 
Wade had two years to make her changes. Thus, the DYP is a different script from the 
RCP, particularly in the way Jeremy is very different from the original character found in 
the Rough Cut’s production. 
Duke of York Production 
 It is clear that between the two years, Wade had to edit and develop Posh 
significantly because of the current political climate in the United Kingdom. The edits to 
Jeremy's government status allow Guy to start a conversation about the political change 
that took place. 
 
Jeremy: Standing there with a dustpan and brush in your hand, clearing up 
after someone else’s party. 
Guy: No, yeah, course. I mean, what, thirteen years on the sidelines? Long 
winter. 
Jeremy: Hard to make people love you when it’s all cut cut cut. (May 
2012:10) 
 
Another important change to Jeremy is that he is no longer an MP, but a Lord, who is 





current political climate, Wade is able to keeps the original plotline, but the changes it 
makes it believable. 
 Plausibility is a significant part of the changes that Wade made between the RCP 
to DYP, throughout the script. In the first scene, it is the relationship between Guy and 
Jeremy which improves. One difference is that Guy has asked Jeremy to meet with him. 
Guy is the one who is asking for advice. The DYP Jeremy deems the fact that Guy is dating 
Lauren Small, not a problem but a rite of passage for wealthy men at University.  
 
Jeremy: Goes like the clapper as well, I expect. Wonderful think about girls 
like that, if I remember, is they’re very cheap to run. 
Guy: God yeah. Think you’re a high roller if you go to Café Rouge without 
a voucher. 
Jeremy: But not a keeper. 
Guy: No no. God, no. Girls for now, girls for later. (May 2012:18-19) 
 
Here it is stated that Guy is following the tradition of having a relationship with a woman 
who is not of the same class. Jeremy still believes that Lauren is beneath Guy in social 
status, but now, because she is low maintenance, enjoys a meal that is “cheap” or is 
willing to have sex without expectations he thinks Guy should be able to have his 
moment of fun while at University. 
 The first scene is awkward and rushed when Jeremy states: “In case it helps, Guy, 
I’m liable to be called back to the Lords any moment, so if you’ve something to ask, I’d 
spit it out.” (May 2012:19) Jeremy now has the control. Guy is inexperienced, 
uncomfortable and attempting to impress his elder. The audience learns that the Riot 
Club has been taking a break from their meals and that the current members are starting 
the dinner for the upcoming term (May 2012:19). At the moment the Riot Club only has 
one meal per term, in which they can destroy and cause havoc. The current Riot Club has 
not had a dinner for two terms because the member Toby was recorded and written 
about in the Daily Mail (May 2012:20-21). 
As in past scripts it was the past Riot Club members who were attempted to 
recreate the Riot Club of their past. In the DYP it is the exact opposite. In fact, Jeremy 
believes that Guy’s membership was a poor decision in the twenty-first century.  
 
Jeremy: Current climate, Guy – employers don’t like – 
Guy: Not my written CV, obviously. I mean the curriculum of my actual 
vitae. The legend of Guy Bellingfield. (May 2012:21) 
 
Jeremy is no longer trying to force the bonding of the future wealthy class. These men, 
who just happen to come from wealth or have a family name are already fighting in a 
class war. 
Jeremy: You know the best thing you could do, Guy, for your CV, is ensure 
this dinner passes pretty uneventfully. (May 2012:22). 
 
Jeremy’s time as a member of the Riot Club was different, maybe even better 






Guy: Just easy to get carried away when I grew up on all those stories. 
Listening to you talk about the club, all the amazing –obviously, that 
was before things were so- 
Jeremy: Sadly, yes. (May 2012:22). 
 
Jeremy can convey his beliefs about the current condition of the British class structure in 
a simple statement. 
 The change that Guy is the one who called the meeting, being the person looking 
for advice on how to improve the current Riot Club, Jeremy can be the adult. Instead of 
Jeremy attempting to make Guy feel like the Riot Club is not achieving its purpose, Guy 
has come to this conclusion on his own, without influence. Jeremy’s advice about Guy’s 
goal to become the next president of the Riot Club is to tell Guy to focus on making the 
meal memorable. 
 
Jeremy: Think about the dinner. If you’re going to do something. 
Guy: What? 
Jeremy: Surely what – what happens inside the room. Much more 
important than where you go afterwards. If you’re set on leading 
by example. If you want to make your mark as a leader, not just a, 
you know, holiday rep. 
Guy: What are we talking then? 
Jeremy: You want them to love you, give them something to hold on to. 
The brotherhood, yes? It’s about what happens at the table. 
Guy: Crackers? 
Jeremy: I mean the dinner itself – give it some grandeur, some meaning. 
The wine, for example – put some real thought into it: the perfect 
complement to the ten- bird roast, the perfect Sauternes for the 
pudding, the- (May 2012:25). 
 
It is this push for a pedigree that seems to be the goal for the current Riot Club, to stay 
away from any form of media and not cause attention to themselves. 
 This necessary change in Jeremy’s tactics changes the character. Wade has created 
an adult who may have at one time been reckless in his youth, but today is an upstanding 
member of government and a respected citizen in the modern world. Class or inherited 
wealth is no longer the most important thing in twenty-first century Britain. Considering 
that it was two years since Posh was staged at the Royal Court, the focus is on the 
Conservative Party having the majority, “clearing up after someone else’s party.” (May, 
2012:15) Guy, on the other hand, want to experience the same Riot Club that Jeremy did 
when views on wealth were different. As the scene ends, Jeremy warns Guy against trying 
to create the Riot Club of the past. 
 
Jeremy: Look, I –I can’t stress enough how important it is that you – If you 
can be an arbiter of sense and decorum at that dinner, you’ll make 
me, and the others in more elevated positions extremely – 
Guy: Don’t worry. We’ll be good boys, we won’t disappoint. 






This attempt to reign in Guy and the current Riot Club members is ignored. The last part 
of the scene foreshadows what the current members hope to achieve on their first night 
out in the year. 
 
Guy: Dimitri, you massive gayer! Listen to this: it’s going to be fucking 
savage. 
Blackout. (May 2012:28) 
 
Thus, the audience knows that the dinner will not be as Jeremy has requested. 
As in the final scenes in all versions of Posh, Alistair is invited to see Jeremy, to 
discuss the actions took against the pub owner. Jeremy does not care what happened that 
night in the pub, in fact, the less information that he knows the better it would be for his 
career. Meeting Alistair is so that Jeremy keeps the Riot Club out of trouble and out of the 
media. If Alistair can protect the Riot Club, Jeremy and all Riot Club members will protect 
Alistair. 
  
Jeremy: Oh now. Come on, what’s the defense line? 
Alistair: Russell thinks I should say I was bullied into it by the others. By 
the club. That they scapegoated me. Which is pretty much the 
truth, so – 
Jeremy: So, you get off and the club goes down in the flames, yes? 
Alistair: Something like that. 
Jeremy: Forgive me, would it not be better for all concerned if the club 
could be kept out of this? (May 2012:217). 
 
This change in tactic, of Jeremy saving the Riot Club from ruin, changes how the 
character works in the scene. Jeremy is no longer trying to gain information for power or 
attempting to relive the glory of the past; he is saving a club that has influence current 
politics, while giving the opposite allusion. 
  Wade’s focus in the final version of Posh is about how the wealthy members of 
British Society in the twenty-first century are adapting to the currently popular view of 
wealth, whereas in prior versions of Posh, Wade believed that the Riot Club was used 
and needed to keep the wealth together as a tribe, to bond the men together so that the 
wealthy stick together. In the DYP Alistair rants about the fact that the older Riot Club 
members are in hiding, are no longer being the privileged wealthy class that their 
ancestors have been for centuries. Jeremy gives Alistair a different approach to look at 
how the Riot Club and members of the wealthy should look at their current situation. 
 
Jeremy: Not a disguise, no. 
Alistair: What then? 
Jeremy: I know how you feel, I’ve felt it myself. The first compromise you 
make winds you like a rugger ball in the stomach. Stays with you 
like school porridge. But the next time it hurts a little less, you 
learn to breathe into the pain and move along and each time it’s 
easier. 






Alistair: That’s just a different word for – 
Jeremy: No, it’s not. It’s a survival. We adapt to survive.  
It’s what we’ve always done, it’s what we’ll continue to do. 
You think the country’s gone to the dogs and we’re going with it, 
but you’re wrong. You can’t turn a ship around on a sixpence, 
you know? It’s going to take a while, there’s a longer game to be 
played and we’ll play it together. (May 2012:220-221) 
 
When reflecting Jeremy’s insight to current political figures running the British 
government, Wade wants the audience to see the similarities. 
Wade’s changes in the DYP keep the script current. They allow Jeremy to be the 
adult, the man who has experienced the Riot Club and is now working in the government. 
While his time with the Riot Club is over, the club still operates after graduation, it helps 
members survive. Even after beating a man to death Alistair is protected by the Riot Club, 
because members stick together. The final part of the DYP is that Jeremy deems the 
incident at the pub unimportant, Alistair will still get in trouble and have to face up to 
what he did to another person. The DYP Posh is no longer about stories or keeping the 
wealthy classes together. Society has already done this by making the wealthy feel less 
than they should. What the audience learns is that even though the families of privilege 
or wealth look and act like other British classes, they are waiting. They are waiting for the 




















74 Dimitri, because he is the person who has the most money, and is willing to spend any amount of funds 
to make sure the Riot Club has a good time. His wealth, though necessary and important to the club, is 
considered less than other Riot Club members as Dimitri is also Greek, lacking in the needed British 









“Hearing your words, which sound so flat on paper, brought to life by wonderful, wonderful actors is 
amazing.” –Sarah Millican How to Be Champion (2017:124) 
 
Snob: “One who delights in making judgments that are based on arbitrary criteria.” –DJ Taylor, The 










Posh was commissioned, as a read-through by Dominic Cooke, through Rough 
Cuts (RCD), at the Royal Court Theatre in 2007. A great deal of the action happens 
between the scenes and is described by the characters. In the final scene, after a night of 
destruction and violence, the Riot Club members are told to pick one of their brethren to 
be punished for their actions. This scapegoat will be kicked out of University, destroying 
their chance of a future. To save the society and himself, Alistair attempts to add a 
positive incentive to whoever sacrifices themselves, that the Riot Club would protect 
them. 
 
Alistair: You know, whoever goes, the rest of us, we’re going to respect 
him for the rest of our lives, I mean we were going to anyway, 
cause we chose each other, we’re brothers, but we’ll be there for 
him forever, whatever trouble he’s in, whatever corner he’s backed 
into, we’ll have got his back cause he’s a fucking hero. 
Alistair looks around at the group. 
Whoever he is. 
No takers. 
 
When no one steps forward, Alistair gives insight to why these boys are in trouble. Wade 
also attempts to show that; this tribe of the wealthy elite are not willing to lose their 
chance of a future, even with the promise of security in their ranks. 
 
	
75 Wade conducted interviews from people who were in or knew someone in a similar club to gather the 





Alistair: That fucking landlord, why couldn’t he just take the treats? We 
offered him well over the odds, he could have rebuilt the whole 
pub with what we were offering And I never fucking touched 
him, either, the bastard. I never touched him. 
James: Actually Al, you kind of did 
Alistair : What? 
James: Well, you did, you sort of 
Alistair: I didn’t fucking touch him  
James: Fine, cool, you didn’t touch him 
 
Failing to gain the support, Alistair starts to rant about the pub owner, then he begins to 
involve the British Middle, which is destroying the fundamental idea of what it means to 
be noble, wealthy and British. 
 
This monologue is very important, it is the main focus of the play and is 
the reason Posh is such an important piece of theatre. To see the 
complete monologue please go to page 74 
In the RCD, the monologue is Alistair’s swansong, attempting to save himself from the 
pending punishment. It is also the end of the script. It is his moment to voice his beliefs 
























Alistair: What does he think? What the fuck does he – What does he think 





‘While you’re under my roof you respect my rules’? I’ve got a new 
rule for you, mate, it’s called survival of the fittest, it’s called ‘fuck 
you – we’re the Riot Club’. Respect that. ‘Can’t have one rule for 
them and another rule for you’ – why not? Seriously, why the 
fuck not? We’re the fucking Riot Club. And we’ve hardly started, 
mate. 
Who is this man?  
… 
Alistair: Thinks he’s some kind of lord cause he’s got a gastropub selling 
thin beef and gay puddings to people who think cause they’re 
eating orange fish it must be smoked salmon; cause he can get 
‘patio’, ‘lavatory’ and ‘facilities’ into one sentence, yeah? Calling 
us ‘Gentlemen’ as if he had any idea, any idea of what the word 
means – fuck, the look on his face when I gave him that cash, like 
Tom and Jerry with pound signs in his eyes. Graciously letting us 
stay if we promise not to smoke or call a prozzer or make any 
noise – what is this, the fucking Quiet Carriage? 
… 
Alistair: You know, checking we do want that many bottles ‘cause it seems 
quite a lot for ten people’. Not this ten people, mate. But you 
know what, we’re not people. 
Cause people – people like him – fuck, how happy was he when 
they banned smoking?  
… 
Alistair: Honest, decent hardworking people hell-bent on turning this 
country to fuck. He thinks he can have anything if he works hard 
enough. He also thinks Rugby League is a sport. He thinks his 
daughter’s getting a useful education at Crapsville College or 
wherever she’s - I mean this man keeps cheese in the fucking 
fridge. (Oct 2009:97) 
 
Wade then moves away from the problem Alistair has with the pub owner, onto the failed 
attempt of the Riot Club hiring a prostitute. With each failed attempt the boys are once 
again reminded that they are no longer the wealthy elite that founded the Riot Club.  
 
And her, people like her, the stuck-up bitch, fucking skank – 
you’re a prostitute, love, get on your knees. ‘Not doing that, it’s 
not in my job description’, ‘I’m a professional, I need a proper 
break’ – even the hookers want paid holidays – ‘Ring my line 
manager’ – I’ll wring your fucking neck if you’re not careful. 
Where’s your imagination? – we’ve got the finest sperm in the 
country in this room, she should be paying us to let her drink it. 
(Oct 2009:97) 
 
Alistair’s stream of consciousness builds, the feeling of entitlement and the air that these 
boys are not fulfilling the ethos of the Riot Club grows. Alistair, like Marc Anthony in 
Shakespeare’s Julius Caesar, starts the battle cry, that it is the middle classes that are 
destroying the British identity. 
 
Alistair: I mean are we going to sit here and take it, carry on taking it? 





did they make everything so fucking second-rate? Thinking 
they’re cultured cause they read a big newspaper and eat 
asparagus and pretend not to be racist. Bursting a vein at the 
thought there’s another floor their lift doesn’t go up to, for all 
their striving, for all their making everything accessible and 
fucking mediocre. ‘Isn’t that shopping centre lovely?’ It’s not 
fucking lovely, it’s just new. It’s a fucking mirage for you to go and 
spend invisible money that isn’t even yours and then blame it on 
me for being fucking born. ‘You can’t have that, that’s not fair’ 
You know what’s not fair? That we have to even listen to them. 
Thinking cause there’s more of them, they’re better when they’re 
worth their weight in shit. And these people think we’re twats. 
Saying ‘it’s not about the money’ on the in breath and ‘give it give 
it give it’ on the out, mixing up quantity and quality like it’s a 
fucking cocktail I mean I am sick, I am sick to fucking death of 
poor people. (Oct 2009:97-98) 
 
Ending the first act on a dominant note, Wade then places an interval, allowing the 
audience to digest the what Alistair, who he represents and believes.  
An interesting change in D3 is that, Wade removes the use of brands and known 
household productions. This evolution allows the script to focus on the British class 
structures, not material items like “Porsche” or “upgrading to Taste the Difference”. In D3, 
Alistair vents vaguely, never naming products. Wade is questioning the concept of 
wealth. In each draft Wade works to improve her hypothesis that the wealthy class are an 









Royal Court Production 
In the RCP, a strong improvement was establishing the characters of the Riot Club. 
Each member of the Riot Club has a definite feeling about what Alistair is stating. In the 
D3, the boys respond with short responses which add nothing to the scene, such as 
“Wanker” (Oct 2009:97) or “Fuck yeah” (Oct 2009:98). In the RCP, Wade added levels, 
each character has a particular feeling about the lack of respect and belittling towards 
them by both the pub owner and English society. 
 
Alistair: I don’t care if he hears me. I’m sorry, but what was that? What 
does he think? What does he think is happening here? 
Guy: Women’s Institute. 
Alistair: Does he think he’s some kind of lord cause he’s got a gastropub? 





they’re eating orange fish it must be smoked salmon? Cause he 
can get ‘patio’, ‘lavatory’ and ‘facilities’ into one sentence, yeah?  
Harry: Gaylord. 
Alistair: Calling us ‘Gentlemen’ as if he had any idea, any idea of what the 
word means. God, the look on his face when I gave him that cash 
- Tom and Jerry pound signs in his eyes. Graciously letting us 
stay if we don’t smoke or call a prozzer or make any noise – what 
is this, the fucking Quiet Carriage? 
Toby: Yeah! I mean boo. 
Alistair: You know, checking we do want that many bottles ‘cause it seems 
quite a lot for ten people’. Not this ten people, mate. But you 
know what, we’re not people. Cause people – people like him – 
you know, honest, decent hardworking people hell-bent on 
turning this country to fuck. He thinks he can have anything if 
he works hard enough. He also thinks Rugby League is a sport. 
He thinks his daughter’s getting a useful education at Crapsville 
College or wherever she’s - I mean this man keeps cheese in the 
fucking fridge. 
Hugo: Which he should hang for, frankly (May, 2010:94) 
 
These reactions provide strength to the monologue, building the tension and giving 
Alistair the power to create a revolution within each character of the Riot Club. 
 In the RCP, Wade’s made significant improvements the movement of Alistair’s 
thoughts. In D3 the line containing “we’re the Riot Club” is at the start of the rant. By 
moving this part of the speech to the middle allows the character to flow from one 
thought to the next in real frustration. It also puts the two concepts together. The pub 
owner and the sexworker are now in one stream of thought. 
 
ALISTAR: While you’re under my roof you respect my rules’? I’ve got a 
new rule for you, mate, it’s called survival of the fittest, it’s 
called ‘fuck you – we’re the Riot Club’. Respect that. ‘Can’t have 
one rule for them and another rule for you’ – why not? 
Seriously, why the fuck not? We’re the fucking Riot Club. And 
we’ve hardly started, mate. And her, people like her, the stuck-
up bitch, fucking skank – you’re a prostitute, love, get on your 
knees. ‘Not doing that, it’s not in my job description’, ‘I’m a 
professional, I need a proper break’ – even the hookers want 
paid holidays – ‘Ring my line manager’ – I’ll wring your fucking 
neck if you’re not careful. Where’s your imagination? – we’ve 
got the finest sperm in the country in this room, she should be 
paying us to let her drink it. 
HARRY: Fuck yeah. Girls queuing round the block. (May 2010:93-94). 
 
The juxtapositions prove that Alistair believes that people who work for money, 
regardless of how they earn it, are on the same. These people who work for a living are 
not as worthy as the member of the Riot Club. Through Alistair’s monologue, gaining the 
support of other members of the Riot Club, Wade is foreshadowing that Riot Club what 





 In each evolution of Posh, Wade improves the flow and rhythm of the dialogue. 
Wade also develops in each script the creation and consistency of each character. In the 
DYP, Wade changed dramatic parts of the text, which allowed the script to stay current in 
the political climate. Leading up to and in Alistair’s monologue, Wade intensified 
Alistair’s anger, which grows in strength with the encouragement from Riot Club 
members. These changes add strength to Wade’s hypothesis76, it completed the script, 
and it kept the play current at the time of production. 








ALISTAIR: Snide remarks with one hand, but he’s still taking the money 
with the other, isn’t he? Still taking the fucking money. 
HARRY: ‘I’ll see if they’re happy with that.’ 
ED: Total dickwad. 
JAMES: You offered him a deal, he took it, what’s the-  
ALISTAIR: Yeah, but he keeps moral high ground. ‘Cause god forbid he 
gives that up. What about not taking the money if you feel that 
fucking strongly? Or what about take the money and shut the 
fuck up 
TOBY: As if. (May, 2012:149) 
 
By explicitly stating Alistair’s frustration to start his monologue, Wade creates a realistic 
reason for his anger. This change in the script develops a rhythm in the speech adds 
context for the audience.  
  In the DYP Alistair’s battle cry is stronger. Not only do the other members believe 
what Alistair is stating, but they are also willing to fight against any person or group that 
is holding back the members. The strength of the DYP is the flow each line establishes the 
next, allowing the anger to build organically. 
 
ALISTAIR: This bourgeois outrage when we do anything, say anything. 
Lurking around every corner, trying to smoke us out. 
Anything we ever build or achieve, anything with the slightest 
whiff of magnificence – who the fuck are these people? How 
did they get everywhere, how did they make everything so 
fucking second-rate? 
Thinking they’re cultured ‘cause they read a big newspaper 
and eat asparagus and pretend not to be racist. Bursting a 
vein at the thought there’s another floor their lift doesn’t go 
	
76 That the wealthy class is a tribe that sticks together, regardless of the cost (Cooke, 2010). 





up to, for their striving. Honest, decent people hell-bent on 
turning their country to fuck. 
‘You’re not allowed to do that’, ‘You can’t have that, that’s not 
fair’. You know what’s not fair? That we have to even listen to 
them. Thinking ‘cause there’s more of them, they’re better 
when they’re worth their weight in shit – that’s not sweat on 
their palms, it’s envy, it’s resentment and 
it stinks like a fucking drain – I mean I am sick; I am sick to 






For the 2007 version, the goal of Dominic Cooke was to produce new works that 
focus on other social groups than the typical Middle class. Wade wrote about the wealthy 
British class, questioning their power among each other and their impact on modern 
Britain. The monologue found in the DYP establishes the hate felt between the classes. 
The audience witnesses the honest arrogance of Alistair, what he believes the middle class 









 Through these various scripts, it showed that writing for theatre is not without its 
complications and that a lot of information can affect the production. A leading theme in 
all of Posh’s development was the concept of wealth, youth (Stephens, 2018), and the 
change in political power happening in 2010. This change in control caused David 
Cameron to become Prime Minister, a man who came from wealth and privilege, who in 
his youth was a member of the infamous Bullingdon Club in Oxford. Once the 
Conservative Party was in control of the United Kingdom’s government, they were able to 
implement an austerity regime to fix the economy. How can a government ask the 
citizens to ‘tighten their belts’ when the country’s leader does not know hardship? 
Wade attempts to show another side to the wealthy British class. The play reflects 
how the wealthy have molded the United Kingdom and have a considerable amount of 
power in British politics and life. Though the members of the Riot Club members are no 
longer guaranteed success after they graduate, the Riot Club protect each other, even if 
the situation is illegal. Posh does not set out to change the opinions of the audience. 





 The goal of the play was to cause a debate about class, but the outcome was still 
biased, Wade’s dislike is still under the surface of each text. The members of the Riot 
Club have never shown to suffer or work for any part of their life. They are attempting to 
compete with Riot Club members of the past as well as find their place in the Riot Clubs 
ranks. Posh is a representation and a reflection of how the audience sees the wealthy 
British class. Each character has a stereotype to fill; Wade sets out to first illuminate the 
stereotype, then show how each character fails to fit into their designated mold. Harry 
Villers and Uncle Jeremy have a role to fill in their social structure. Wade changes how 
each character fits into their stereotype, which is then destroyed the fact that we are 
living in the twenty-first century. Wade shows the audience a world they may not know, 
but also how young men are a creation of their environment. 
The emphasis of the anger and disappointment that the wealthy British class feels 
are reflected in Alistair’s monologue. Wade evolves the rhythms and flow of the speech. 
The speech grows strength and power that allows Alistair to gain control of the other 
members. Ironically, as Alistair brings the Riot Club together in the middle of the play, it 
is the Riot Club who scapegoat him when they all face jail time. In the conclusion of the 
play, it is the older members of the Riot Club that save Alistair from suffering the 
consequences of his violent action. Wade strengthens the idea that the wealthy class, 
have hidden power in all parts of the United Kingdom.  
  A hindering factor in comparing the different versions of Laura Wade’s Posh is that 
one can only theorise why the changes happened. One can speculate that the changes 
made between the Royal Court Production to the Duke of York production were because 
of the theatre critics opinions, which are reflected in the film. The broader changes, 
which were happening socially and politically in Britain where to keep the play relevant. 
In the end, Laura Wade’s Posh could be seen as a historical reflection, a museum piece of 
theatre. 
  My frustration at the start of this dissertation was the concept that writing for the 
theatre is a gift a person is born with, that it is not something that can be taught. I agree 
that talent is innate and that most playwriting workshop try to polish the talent. It did 
not explain how these classes, books and workshops improve this aptitude. It was when I 
was given access to the different draft of Posh that I understood the steps to creating a 
modern script is not just the production or actors but it is also affected by outside 
sources. When I began this dissertation, I kept comparing Laura Wade’s Posh to Henrik 
Ibsen’s A Doll’s House, both historical plays that illuminate of change at that moment in 
time. Both scripts are a reflection of the time either 1879 Norway or 2012 England. - and 
both plays, the audiences are witnesses to a crime, either beating a man to near death or 
borrowing money to save one's husband from ruin. Currently the difference is that A 
Doll’s House can still be relevant to modern audiences. It will only be through 
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An image of a social, it is a Bullingdon event proven by the distinct uniform. 
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Alistair: Did Guy ask you to see 
me? 
Jeremy: Guy? 
Alistair: If he’s feeling bad, or – 
Jeremy: That he got off scot free 
and you’re facing a trial? 
Alistair: Yes. 
Jeremy: Afraid not, no. But then 
that would require a reserve of 
courage I’m afraid my godson 
simply doesn’t have. He’s 
relieved to have got off as 
lightly as he did, now he 
wants to put it all behind him.  
Alistair: Not boasting about 
spending a night in the cells? 
Jeremy: He tried to turn it into a 
legend but I think it left rather a 
queasy taste in his mouth. 
Alistair: He was quite sick that 
night. I was in the cell next to 
him at the police station, I 
heard him crying. 
Jeremy: Struggling to get a world 
out of him about it now, so 
scared he’ll say the wrong 
thing. Whimpered like a 
puppy when I saw him.  
Alistair: Hats off, though, they all 
kept their stories straight right 
through till morning.  








Alistair: Did Guy ask you to see 
me? 
Jeremy: Guy? 
Alistair: If he’s feeling bad, 0r- 
Jeremy: Afraid not, no. But then 
that would require a reserve of 
courage I’m afraid my godson 
simple doesn’t have. 
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Alistair’s Monologue Rough Cuts 
 
Alistair: A couple of broken windows and what, a table, bit of wallpaper? The 
fucking peasant standing there sneering at me like he’s going to throw the book at 
me, like he’s even got a book to throw, like he’s ever fucking read a book and he’s 
looking at the cash in my hand and it’s a wad, he couldn’t sell his daughter for that 
much but he’s going ‘I don’t want your money’ and you know what I thought? I 
thought yes you fucking do want my money that’s why you don’t fucking like me 
cause I’ve got it in my hand. Cause that’s what his hard on in the morning’s about, 
that wad of cash and what he’d do with it and what the fuck would the fucker 
spend it on if he had it, would he spend it right? What, a brand-new Porsche, 
driving around in a piss-ugly brand-new Porsche and you know what, he’s still 
fucking mediocre. So, he upgrades to Taste the Difference and he finds out he 
actually can’t and he gets a fucking rough house on a new-build estate where the 
houses are so close together you recognise the sound of Mrs. Next Door having a 
piss. And he claps because they banned smoking and he doesn’t mind that they 
built Telford and he turns on the telly and it’s a talent show and he doesn’t turn it 
off and he’s still proud of his digital watch and when he stops being a landlord, 
he’ll be a fucking landlord consultant and he’ll offer landlording solutions to other 
fucking landlords. And he thinks he can have anything and he thinks it’s alright 
that London’s full of Australians and Poles and you have to speak slowly in every 
fucking shop you go in and he thinks Rugby League is a sport and he thinks 
hunting’s cruel and his daughter’s not a slut and he keeps cheese in the fucking 
fridge. 
I mean, fuck’s sake, who are these people, how did they get fucking everywhere, 
how did they make everything so fucking second-rate? Food courts and farmers 
markets and multiplex cinemas and Topshop and newsreaders standing up and zip 
flies and button cuffs as standard and – oh whoops, while we were talking just now 
the Arabs bought the whole of Knightsbridge but no-one seems to fucking care 
because they’re all too busy queuing – queuing – for a coffee and a shit haircut and 
they can’t even walk cause their jeans are so tight and they’ve got no plans – no 
plans – to pay back their student loan and their degree’s fucking worthless anyway 
now every fucker’s got one but they want to get on telly or marry a footballer and 
get to be famous for carrying a handbag and have people care what they think 
about things because they got photographed carrying a handbag and that’s not 
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